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UPPER AND LOWER CASE, THE INTERNATIONAL JOURNAL OF TYPOGRAPHICS 


In This Issue: 


Editorial 

The editorial presents much deserved praise for one of 
the truly great living typeface designers, Hermann Zapf, 
designer of Optima, Melior, Palatino, and more than 40 
contemporary typefaces. His return to active typeface 
design is a landmark victory for ethics. 


What's New from ITC? 

Emerging, naturally enough, from our editorial is a new 
typeface, Zapf Book, designed especially for the Inter- 
national Typeface Corporation by Hermann Zapf, his first 
in almost a decade. 


The Mystery of the Graphic Artist 
“Nobody knows the business we’re in—but nobody.’ 
In an effort to set things right, U&lc takes a look ahead 
to the upcoming Educators Conference scheduled for 
July and sponsored by the Art Directors Club of New 
York. Interviews with outstanding figures in the field, 
professionals and educators, are herein recorded. 


Alphabet Soup 

As far as we know, no one has ever tackled this gastro- 
nomic compendium before. Jerome Snyder and Mary- 
ellen Spencer have combined their gourmet tongues-in- 
cheek to offer us a listing of authentic culinary nourish- 
ment from Avgolemono Soup to Zuppa Inglese. 


Ms. Alexa Grace 

“Being Stabbed With Pinking Shears And A Poison Dart 
Person—While The Devil Children Cheer On” Anyone 
who comes up with a caption like that certainly deserves 
space in U&dlc. 


Edward Johnston’s Calligraphy 

At the turn of the century, Edward Johnston alone was 
responsible for the great resurgence of interest in writing. 
It has been said of manya pioneer spirit that his influence 
was as great as his achievement. Such a saying proceeds 
inevitably from acquaintance with these indivisible 
qualities in Johnston. 


Metrics: A Weighty Problem 

It used to be easy. “36 x 24 x 36” sprang swiftly and glibly 
from the tongue in describing, say, Racquel Welch. But 
what about when the new metrics system takes over? 
Jerome Snyder demonstrates precisely what metrics 

will mean to you. And Racquel Welch. 


Something for Everybody from U&Ic 

One of our more popular features returns with its cus- 
tomary collection of titillating trivia, including one famous 
ampersand (to keep the continuity going). 


Memo Anyone? 

The interoffice memorandum is to the advertising agency 
what cream is to coffee. Jack Finke has contrived to get 
his hands on several of these top secret classified mate- 
rials, for the edification of those who heretofore have 
never fully appreciated the scope and depth of thought 
involved in the everyday office communication. 


Initial Puzzle 

The typographic crossword puzzle in the last issue turned 
out to be nothing short of a disaster. There were no win- 
ners. We prevailed upon our puzzle man to come up with 
something a little easier. 


A Cosmo-anthropological History 

Once in a long long while, someone will come in off the 
streets with a portfolio that knocks your head off. Add to 
that, the bearer turns out to have majored in anthro- 
pology. The suggestion was made that said bearer, one 
Joseph Pomerance, combine his twin talents and come 
back with something. Something great. He did. 
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THE MYSTERY OF 
THE GRAPHIC ARTIST, 
OR,WHY 200,000,000 
PEOPLE NEED AN ART 
EDUCATION. 


Like it or not, there are some 200,000,000 people out there who 
don’t know what agraphic artist is. And this is true from the top level 
in government and industry, throughout our entire educational sys- 
tem, and right smack into our own field of graphic art and design 
where all too many of us are sorely in need of an education on the 
scope and requirements of our own profession. 

Yet, the truth of the matter is that our industry—the communi- 
cations industry, of which graphic art and design is an essential part 
—isonethatis growing by leaps and bounds. It is anindustry that en- 
compasses such monied categories as design (corporate, architec- 
tural, packaging, editorial, film), art direction (advertising print, 
TV), typographics (type design and hand lettering), photography, 
illustration, printing and engraving, publishing (books, magazines, 
newspapers)—to name just a few. An industry that makes a vast 
cultural contribution to society. An industry with a responsibility to 
create better understanding throughout the world. 

Nonetheless, the graphic arts is still considered an elusive pro- 
fession, at best, at every level of our society. 

Abright youngmanor woman, freshout of college, comes home 
and proudly announces that he or she wants to be a dancer. An artist. 
A musician. An actor. And what happens? The ceiling falls in. The 
family starts wringing its hands and dressing in black. A doctor? 
Fine. A lawyer? By all means. A bank president? Marvelous! But 
anartist? And, God forbid, heor she should want to become agraphic 
artist, then there’s no hope at all. 

Why should this be? 

Trouble with the communications industry, it would seem, is 
lack of communication. An effective graphic artist is a communi- 
cator who, essentially, thinks visually. Conversely, a writer thinks 
verbally, but a good one also has the ability to visualize. The two 
together are largely responsible for promoting universal under- 
standing. This being so, why then is the visual aspect of communi- 
cations—the graphic arts—so totally and irresponsibly neglected 
at every level. 

Look at it this way. 

Aguy picks up a book of matches in the street. He knows what 
to do with the matches all right, but does he for one moment ever 
contemplate how the message or illustration on the cover got there? 

When directed through the maze of a complicated architectural 
structure by means of informative signage, does it ever cross his 
mind whoit was whofigured out the letterforms and symbols? When 
he thumbs through books, newspapers, magazines, ads—when he 
looks at TV spots—does it once occur to him that the messages with- 
in required the astute involvement of an artist or a writer or both? 
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and Type Bhoatgues: 


Editorial: 
“Well, my school report showed a B in 
penmanship...and a postcard written 
on a Rhine vacation in the summer of 
1929 would offer scant encouragement 
to any teacher of lettering....” So writes 
Hermann Zapf in his autobiographical 
“About Alphabets” as he looks over his 
shoulder seeking his beginnings as a 
calligrapher and type designer. 


He was born in 1918 in Ntirnberg. His 
recollections are of the bordering woods 
where “I chased butterflies, caught sala- 
manders, and gathered flowers and 
stones.” 


His first exposure to the graphic arts 


came sixteen years later when he 
worked as an apprentice retoucher. 


In his four years as a retoucher he dis- 
covered the writings and letterforms 

of Rudolf Koch and Edward Johnston. 

It was then that his sensitivity to beauty 
in letterform was aroused. 


At home, “with tireless zeal I wrote 
pages upon pages of letters that often 
left me unsatisfied. ... Evenings and 
weekends I sat home writing and writ- 
ing—rather, practicing, for the waste- 
basket was always full of written pages. 
My parents considered me almost out 
of my senses....” 

In 1938 the twenty-year-old Zapf went 
to work for the printing studio of Paul 
Koch, the son of Rudolf Koch, and later 


in that year became an independent 
lettering artist. 


In the following thirty-eight years, while 


establishing his reputation as one of the 


foremost calligraphers and type designers 


of our time, he served as type director 
for the D. Stempel AG type foundry of 
Frankfurt, as a design consultant for the 
Mergenthaler Linotype Company, and 
for Linotype GmbH. He taught lettering 
and calligraphy in Offenbach and was a 
professor of graphic design at the 
Carnegie Institute of Technology. 


Mr. Zapf has lectured widely, judged 


many graphic exhibitions, and is the 
author of four books: Pen and Graver, 
Manuale Typographicum (published in 
two editions), About Alphabets,and 
Typographic Variations. 


The first Hermann Zapf typeface to be 
marketed was Gilgengart, in 1940. It 
was ten years later that the first of the 
famous Palatino family was introduced. 
Users and lovers of typography know 
Hermann Zapf best for his Optima, 
Palatino, and Melior families as well 

as for Michelangelo, Sistina, the Aldus 
family, and more than forty other faces. 


All his typefaces are characterized by 
exquisiteness of design, an air of quiet 
distinction, of innovation without eccen- 
tricity. But whatever the typeface, his 
supreme concern is never with single 
letters but with their fusion with each 
other and into a working text. To him, 


“Type is the tie or ligature between 


author and reader.” 


His most popular faces—Palatino, 
Melior, and Optima, as well as his new 
Zapf Book—all take an established style 
and bring to it the sparkle of contrasting 
thick-and-thin strokes. 


Palatino was originally issued by 
Stempel in 1950. It is an old-style letter 
in basic form, but with increased thick- 
and-thin stroke contrast. 


ITC ZAPF BOOK 
LIGHT & ITALIC 
MEDIUM & ITALIC 
DEMI& ITALIC 


Melior, introduced in 1952, is a thick- 
and-thin Egyptian, or square serif, face. 
When it was introduced, most existing 
Egyptian types were comparatively 
monotone. 


Optima is essentially a sans serif with 
contrasting thicks and thins. Although 
some display faces, as Radiant and 
Stellar, were thick-and-thin sans serifs, 
Optima was the first true family of text 
types created in this way. 


And now we have Zapf Book, an artful 
blend of characteristics of Walbaum, 


Zapfs own Melior, and Bodoni’s contrast- 
ing weight strokes. It bears Zapf’s trade- 


mark of distinction without eccentricity 
and with exquisiteness of letterfit. 


The eloquence of Zapf Book is immedi- 
ately apparent. One is impressed again 


and again with the subtle niceties tucked 
ingeniously into the letters, niceties that 


give a warm personality to the overall 
design but stays clear of mannerism. 


It is some years since Optima Medium 
Italic completed the Optima family, the 
last text family designed by Mr. Zapf 
until today’s introduction of Zapf Book 
as a full family of Light, Medium, Demi, 
and Heavy, each with matching italics. 


That Zapf Book is the designer’s first 
contribution to text typefaces in almost 


HEAVY & ITALIC 


a decade is due to the extraordinary 
popularity of his previous designs, to 
the lack of copyright protection in the 
United States, and to the widespread 
use of photography in taking advantage 
of loopholes left open by our copyright 
laws. Mr. Zapfhas the unfortunate dis- 
tinction of being the most “legally plagia- 
rized” type designer of our generation. 
His withdrawal from letter design was 
an ominous signal to the industry that 
its already dwindling resources of pro- 
fessional talent would soon disappear 
unless ways could be found to reward 
the designer for his creation and protect 
him from being victimized by unethical 
practices. 


As reported in a previous issue of U&lc, 
Congress is now seriously considering 

a revision of the copyright law that would 
include protection of new typeface de- 
signs. Meanwhile, Mr. Zapf, impressed 
with the ethical practices of ITC and its 
Subscribers, has reentered the field of 
typeface design. The backbone of ITC’s 
licensing program, its policy of nonex- 
clusivity and nondiscrimination, and its 
payment of fair royalties, aims to attract 
and keep the best design talent active de- 
veloping new typefaces. Hermann Zapf's 
return to active type design practice is a 
landmark victory for ethics as well as the 
introduction of a major new typeface. 


THIS ARTICLE WAS SET IN TIFFANY 


What's New from ITC? 


ITC Zapf Book Light, Medium, Demi, 
and Bold are new typefaces from ITC. 
Only licensed ITC Subscribers are 
authorized to reproduce, manufacture, 
and offer for sale these and all other 
ITC typefaces shown in this issue. 
This license mark is your guarantee 
of authenticity. 


ITC Zapf Book Light 


ITC Zapf Book is a new typeface designed 
especially for International Typeface Corpo- 
ration by one of the world’s foremost type- 
face designers, Hermann Zapf. Creator of 
Optima, Palatino, Melior, Aldus, and many 
other highly acclaimed typefaces, Hermann 
Zapf has spent more than two years in the: 
development of ITC Zapf Book as a family of 
four weights with matching italics. The ele- 
gance and beauty of the letterforms, which 
are an artful blend of Walbaum, Melior, and 
Bodoni, are distinguished by the many subtle 
refinements which have been designed ingeni- 
ously throughout all the weights and styles 
of this new typeface. Careful evaluation will 
suggest that ITC Zapf Book will be equally 

at home as a distinctive typeface for use in 
either book or advertising typography. We 
believe that ITC Zapf Book will become as 
distinguished as his other famous designs 
which have indelibly stamped the name of 
Hermann Zapf in our minds as one of the most 
outstanding typeface designers in history. 
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ITC Zapf Book Light Italic 


ITC Zapf Book is a new typeface designed 
especially for International Typeface Corpo- 
ration by one of the world’s foremost type- 
face designers, Hermann Zapf. Creator of 
Optima, Palatino, Melior, Aldus, and many 
other highly acclaimed typefaces, Hermann 
Zapf has spent more than two years in the 
development of ITC Zapf Book as a family of 
four weights with matching italics. The ele- 
gance and beauty of the letterforms, which 
are an artful blend of Walbaum, Melior, and 
Bodoni, are distinguished by the many subtle 
refinements which have been designed ingeni- 
ously throughout all the weights and styles of 
this new typeface. Careful evaluation will sug- 
gest that ITC Zapf Book will be equally at home 
as a distinctive typeface for use in either book or 
advertising typography. We believe that ITC 
Zapf Book will become as distinguished as 

his other famous designs which have indelibly 
stamped the name of Hermann Zapf in our 
minds as one of the most outstanding type- 
face designers in history. 
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ITC Zapf Book Medium 


ITC Zapf Book is a new typeface designed 
especially for International Typeface Corpo- 
ration by one of the world’s foremost type- 
face designers, Hermann Zapf. Creator of 
Optima, Palatino, Melior, Aldus, and many 
other highly acclaimed typefaces, Hermann 
Zapf has spent more than two years in the 


ITC Zapf Book Demi 


ITC Zapf Book is a new typeface designed 
especially for International Typeface Cor- 
poration by one of the world’s foremost 
typeface designers, Hermann Zapf. Crea- 
tor of Optima, Palatino, Melior, Aldus, and 
many other highly acclaimed typefaces, 
Hermann Zapf has spent more than two 


ITC Zapf Book Heavy 


ITC Zapi Book is a new typeface designed 
especially for International Typeface 
Corporation by one of the world’s fore- 
most typeface designers, Hermann Zapf. 
Creator of Optima, Palatino, Melior, Aldus, 
and many other highly acclaimed type- 
faces, Hermann Zapf has spent more than 


development of ITC Zapf Book as a family of years in the development of ITC Zapf Book two years in the development of ITC Zapi 


four weights with matching italics. The ele- 
gance and beauty of the letterforms, which 
are an artful blend of Walbaum, Melior, and 
Bodoni, are distinguished by the many sub- 
tle refinements which have been designed 
ingeniously throughout all the weights and 
styles-of this new typeface. Careful evalua- 
tion will suggest that ITC Zapf Book will be 
equally at home as a distinctive typeface for 
use in either book or advertising typography. 
We believe that ITC Zapf Book will become 
as distinguished as his other famous designs 
which have indelibly stamped the name of 
Hermann Zapf in our minds as one of the 
most outstanding typeface designers in 
history. 
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ITC Zapf Book Medium Italic 


ITC Zapf Book is a new typeface designed 
especially for International Typeface Corpo- 
ration by one of the world’s foremost type- 
face designers, Hermann Zapf. Creator of 
Optima, Palatino, Melior, Aldus, and many 
other highly acclaimed typefaces, Hermann 
Zapf has spent more than two years in the 
development of ITC Zapf Book as a family of 
four weights with matching italics. The ele- 
gance and beauty of the letterforms, which 
are an artful blend of Walbaum, Melior, and 
Bodoni, are distinguished by the many sub- 
tle refinements which have been designed 
ingeniously throughout all the weights and 
styles of this new typeface. Careful evaluation 
will suggest that ITC Zapf Book will be equally 
at home as a distinctive typeface for use in 
either book or advertising typography. We 
believe that ITC Zapf Book will become as 
distinguished as his other famous designs 
which have indelibly stamped the name of 
Hermann Zapf in our minds as one of the 
most outstanding typeface designers in 
history. 
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as a family of four weights with matching 
italics. The elegance and beauty of the 
letterforms, which are an artful blend of 
Walbaum, Melior, and Bodoni, are distin- 
guished by the many subtle refinements 
which have been designed ingeniously 
throughout all the weights and styles of 
this new typeface. Careful evaluation will 
suggest that ITC Zapf Book will be equally 
at home as a distinctive typeface for use 
in either book or advertising typography. 
We believe that ITC Zapf Book will become 
as distinguished as his other famous de- 
signs which have indelibly stamped the 
name of Hermann Zapf in our minds as 
one of the most outstanding typeface de- 
signers in history. 


ABCDEFGHIJKLMNOPORSTUVWXYZ 
abcdefghijkImnopqrstuvwxyz 
1234567890$:;,.?! 


aa ee eee i ee ee | 
ITC Zapf Book Demi Italic 


ITC Zapf Book is a new typeface designed 
especially for International Typeface Cor- 
poration by one of the world’s foremost 
typeface designers, Hermann Zapf. Creator 
of Optima, Palatino, Melior, Aldus, and many 
other highly acclaimed typefaces, Hermann 
Zapf has spent more than two years in the 


Book as a family of four weights with 
matching italics. The elegance and beauty 
of the letterforms, which are an artiul 
blend of Walbaum, Melior, and Bodoni, 
are distinguished by the many subile re- 
finements which have been designed in- 
geniously throughout all the weights and 
styles of this new typeface. Careful evalu- 
ation will suggest that ITC Zapf Book will 
be equally at home as a distinctive type- 
face for use in either book or advertising 
typography. We believe that ITC Zapf 
Book will become as distinguished as his 
other famous designs which have indeli- 
bly stamped the name of Hermann Zapf in 
our minds as one of the most outstanding 
typeface designers in history. 
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ITC Zapf Book Heavy Italic 


ITC Zapf Book is a new typeface designed 
especially for International Typeface 
Corporation by one of the world’s fore- 
most typeface designers, Hermann Zapf. 
Creator of Optima, Palatino, Melior, Aldus, 
and many other highly acclaimed type- 
faces, Hermann Zapf has spent more than 


development of ITC Zapf Book as a family of two years in the development of ITC Zapf 


four weights with matching italics. The ele- 
gance and beauty of the letterforms, which 
are an artful blend of Walbaum, Melior, 
and Bodoni, are distinguished by the many 


Book as a family of four weights with 
matching italics. The elegance and beauty 
of the letterforms, which are an artful 
blend of Walbaum, Melior, and Bodoni, 


subtle refinements which have been designed are distinguished by the many subtle re- 


ingeniously throughout all the weights 

and styles of this new typeface. Careful 
evaluation will suggest that ITC Zapf Book 
will be equally at home as a distinctive type- 
face for use in either book or advertising 
typography. We believe that ITC Zapf Book 
will become as distinguished as his other 
famous designs which have indelibly 
stamped the name of Hermann Zapf in our 
minds as one of the most outstanding type- 
face designers in history. 
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Sinements which have been designed in- 
geniously throughout all the weights and 
styles of this new typeface. Careful evalu- 
ation will suggest that ITC Zapf Book will 
be equally at home as a distinctive type- 
face for use in either book or advertising 
typography. We believe that ITC Zapf 
Book will become as distinguished as his 
other famous designs which have indeli- 
bly stamped the name of Hermann Zapf in 
our minds as one of the most outstanding 
typeface designers in history. 


ABCDEFGHIJKLMNOPORSTUVWXYVZ 
abcdefghijkimnopaqrstuvwxyz 
1234567890S:;,.2! 


a 
—_——— 


~ ABCDEFGHI 


ABCDEFGHI 
~ JKLMNOPOR || JKLMNOPOR 
STUVWXYZ&) | STUVWXYZS&, 
1234567890 || 1234567890 
1234567890 || 1234567890 
abcdefghijkl || abcdefghijkl 
mnopaqrstuv mnopaqrstuv 
Wwx vA “of O wx V2.3 ane 
(]*#$8C£%) [| ySSCL% 


ABCDEFGHI || ABCDEFGHI — 
JKLMNOPOR}||JKLMNOPOR 
STUVWXYZ&!| STUVWXYZE& 
1234567890 || 1234567890 
1234567890 || 1234567590 
abcdefghijkl || abcdefghikl 
Teepe rintOR Ea 
v2!” 1) wxyZbsle”- 
ii ASSCL%) [#$°CL%) 


ABCDEFGHI 


- ABCDEFGHI 


1234567890 || 1234567890 
1234567890 || 1234567890 
_abcdefghijkl || abcdeighiykl 
acme prac mnopqrstuv 
Ww Z(. he ele Wwxyz witis 
(#$$c£%) || U'x$$C£%) 


ABCDEFGHI 


1234567890 
1254567590 


| #$86£9) 


JKLMNOPOR 
STUVWXYZ& 


ABCDEFGHI 


1234567890 
1234567890 
abcdefghijki 
mnopqrstuv 
WKXVZ(,33f26"- 


(#$8CL%) 


a Page -——— 
“N 


. Bo Ww ve 
oO \/ we R 
Wy Ws Ww 
WW WV WS \Y 


ie YW wy wy 
Ved eS 4 ee 
lw DAYANA 
LBS WW Mrs) 
ih Wry, Me A 
NZ 


THE MYSTERY OF 
THE GRAPHIC ARTIST, 
OR,WHY 200,000, COO 
PEOPLE NEED AN ART 
EDUCATION? 


CONTINUED FROM PAGE 1 


In short, “Nobody knows the business we're in. Nobody, but 
nobody.” And society obviously needs education on the subject. 

The general public needs education that must begin at the 
government level. 

Educators need education from the professionals to inform 
them of the scope of an industry that offers great opportunities to 
creative students (the industry’s quest for new talent is insatiable 
and the need for people willing to work is continuous) and let them 
know that art is no longer confined to painting and sculpture and 
that this is indeed a viable, highly paid profession—hardly one for 
‘parents to frown upon or be ashamed of. 

Graphic designers need to know the scope of the industry as 
a whole—to see beyond their individual specialties and be aware 
of the variety of areas beyond. 

U&lc believes the subject significant enough to warrant the 
initiation of a dialogue among professionals and educators, and 
so we approached various outstanding figures in the field to deter- 


THE PROFESSIONALS 


Eileen Hedy Schultz is President of 
mine their individual views and opinions on the quality of art edu- ;,. Elen Hedy Club, Sie of the 


cation in this country. Advisory Commission of the Art and 
Additionally, the Art Directors Club (of New York) will be spon- Advertising Department of New York 
soring an Educators Conference at the Parsons School of Design City Community College, perp 
during three days in July of this year. “How does the professional ee ieegrentts oe heeded 
the process of education?” “What are the best approaches wie shiararitgnceteirsa 
view P = PP Housekeeping, the club’s president 
to opening the way for students to get jobs?” These and other vital explores why the club is putting such 


questions will be discussed and, it is hoped, answered. effort behind this conference: 


ILLUSTRATION BY SEYMOUR CHWAST 


“We all know the youth of today will 
be our leaders of tomorrow. But know- 
ingisn’t nearly enough. As responsible 
professionals, it’s imperative that we 
do everything in our power to work 
with educators now in elevating stand- 
ards of professionalism in the field. In 
working out the detailed program for 
the conference, we are cognizant of 
the ever-changing requirements that 
aspiring graduates will face in a highly 
competitive market. In the past sev- 
eral years, the club has run a series of 
successful encounter groups among 
professionals, educators, and students. 

“One specific area in which I’m per- 
sonally dedicated has been in develop- 
ing a basic core curriculum that could 


| well be a guide for the aspiring graphic 


communicator. Hopefully, this curricu- 
lum—now being reviewed by experts 
from both the professional and educa- 
tional worlds—will soon be available 
to those who may find it of benefit. 

“Now, our major desire at this con- 
ference is to reach an even wider audi- 
ence—to share in these endeavors on 
the broadest possible spectrum—in 
the hope that it will create an ever- 
stronger bond among us.’ 


“We aren't going into this with all 
the answers” is a perspective held by 
Walter Kaprielian, for many years New 
York City Community College adver- 
tising instructor and Art Advisory 
Commission member, as well as Senior 
Vice-President/Creative Director, - 
Ketchum, MacLeod & Grove, and Art 
Directors Club Board Executive for the 
Educators Conference. He speaks 
further, emphasizing the responsibility 
to youth and the need for openness as 
basic to the concept behind the July 
activity: 

“At every stage, we complain about 
what the new source coming out of 
school is like. We forget a graduate 
moves from student to professional 
in a single day. It’s been an inherent 
part of the business to voice our 
opinion—to say the kids aren't good 
enough—that they aren't getting the 
right education. But, if this is so, we 
can'tbecritical without being prepared 
to help make it better. We aren't going 
into this with answers, but we are 
creating a sounding board. The quality 
of art education has to be considered 
an industry problem, and we in the 
industry can’t afford to preach to the 
educators. When we talk, we have to 
be prepared to listen—because if you 
look at the industry today there isn’t a 
lot to preach about. Maybe there was 
in the 60's, but not now. Industry has 
to examine its responsibility. Profes- 
sionals must teach in the schools and 
not try it once or twice and drop it. 
Teaching is hard, and getting through 
to students even harder. And, once 
you do teach, you begin to see the 
answers aren't all that simple? 


“We're all on the line,’ says Peter 
Blank, Associate Art Director of 
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Newsweek and Co-Chairman of the 
conference. He has taught at Syracuse 
University and was a teaching fellow 
at Pratt while getting his M.FA. 


“| think the conference is setting a 
precedent for a necessary confronta- 
tion between those who teach and 
those who work. What are they teach- 
ing? | want to know. Are they intro- 
ducing students to problems which 
can eventually help them break into 
the real world? I think we have to look 
at assignments, for one thing—they 
should give a practical understand- 
ing of how it’s going to work. (Take, 
budgets. In my editorial and advertis- 
ing classes we determine budgets, of 
course, but when you're working, the 
budget actually is something we all 
know we can borrow from—putting 
so much into photography, taking out 
from something else.) How are you 
going to teach this? Then, do students 
learn how to begin job procurement 
(that they will drop off their portfolios 
with art coordinators, art buyers, com- 
pany personnel people, studio man- 
agers, employment agency ‘head 
hunters’) probably before they ever 
get to see the art director or designer 
looking for an assistant —before, by 
luck and talent, a few end up as the 
pair of hands someone needs at just 
the right time. 

“Now, on the other end, a school 
removed from the urban center faces 
unbelievable difficulties in keeping up 
with the variety of services rendered, 
in getting up-to-the-minute materials. 
If we're so smart, what do we think of 
the educators’ problems and how 
would we solve them?” 


“Schools must have professionals 
teaching—this need is stronger than 
ever)’ says Cipe Pineles, first woman 
Hall of Famer, design instructor at 
Parsons for ten years, and its Director 
of Publication Design. 


She says she is “shocked by the 
number of schools outside of the cities 
which have no teachers from the field. 
A school can't call itself an art school 
without this. Can't schools call in pro-° 
fessionals for special weekends or 


concentrated week programs? The 
professional teacher is more important 
in our work than anywhere because 
you are preparing the next generation 
to replace you. | want to influence 
both the best and the medium talents. 
That’s why I teach. 

“So many of us are decrying the lack 
of skills being taught, which is anew 
and possibly serious development. 
When | went to school, there was no 
commercial art course: | had to go out 
and earn aliving, but today youngsters 
think it’s easy. They still haven't been 
taught there's a big difference between 
fine and commercial art. (You’d be 
surprised to know how many | meet 
who think they'll fill in with some com- 
mercial art while their fine arts careers 
are being sorted out. They'll dig 
ditches —and, as a last resort, try 
graphics—where they'll make it big 
before becoming Artists.) Always you 
have to remind students that com- 
mercial art requires great skill. 

“| advise my students that, if they 
are offered a ‘big’ art direction job at 
first, say no—wait. You'll only push 
around someone else’s pencil. Give 
yourself time. If you get the chance to 
do mechanicals for a Dorfsman or a 
Bass, take it —and the time to find 
your own creation. Learn the craft — 
otherwise, youngsters have a terrible 
shock ahead’ 


David Epstein, Alumni Board, 
Cooper Union, Pratt faculty, part of 
the evaluation team of the National 
Association of Training and Technical 
Schools and former Art Directors 
Club Educational Chairman, is an 
independent designer, who has a" 
personal charge to make in which he 
raises some provocative issues: 


“Will we end up talking to ourselves 
at this conference? Will we be treading 
on privileged ground or can we to- 
gether admit our frailties? Most of us, 
certainly New Yorkers, realize the cur- 
riculum grows obsolete without part- 
time teachers from the profession 
itself. Teachers in the outlying areas 
have to catch up. But, every profes- 
sional doesn’t make a good teacher. 


A professional must want to impart 
knowledge as experience —not as 
someone more talented. Ego just has 
no place in the classroom. Neverthe- 
less, some of the best professionals — 
who have made the worst teachers— 
were flattered by the chance to show 
their work (and that's what they did in 
the classroom). This hurts the school 
and the kids. 

“As to curriculum, fine arts is usually 
introduced as the basic course in pre- 
paring for specialization and this moti- 
vates the student toward painting, 
sculpture, and other fine arts. Adver- 
tising or visual communication rates 
second best: the student enters into 
it for a variety of wrong reasons: he 
doubts his ability as an artist, or is 
lured by the ‘Hollywood’ idea of quick 
success. We need a foundation, an intro- 
ductory course, on the history of visual 
communications in America vis-a-vis 
a history of fine art—to include every- 
thing from shop signs, to magazine 
layouts. Who's teaching this?” 


College-level art school? technical 
school? college or university? The 
conference will undertake a discus- 
sion of the merits of all—and Jerome 
Snyder, former teacher at Yale and 
Pratt, and illustrator-writer, expresses 
a view toward academics and “the 
3Rs” for art students: 


“The trouble with education today is 
that teaching has become expeditious 
—how to cure flat feet—to develop 
your brain in twenty days—and so 
forth. We teach the easy cures—the 
things which will quickly propel some- 
one into the mainstream. It’s an 
American syndrome. But mightn’t 
we be in for arude awakening? Things 
are not that easy. It takes time to 
become a doctor or an artist. Lina 
Wertmuller is no overnight success. 

“Although | am not condemning the 
acquisition of skills, our system some- 
times substitutes these for learning 
in the broader sense, and | favor a tra- 
ditional education because it can pro- 
vide lasting values. The problem is 
when we stop revealing the creative 
process and begin teaching styles to 


copy. This is the great glory ofthe 
university system which provides for 
art majors a panorama of subjects in 
the humanities—to open up capacity 
for learning. Why not teach drawing 
as an adjunct? The learning process 
for a creative person is endless and 
goes on throughout one’s career. The 
first responsibility of school is to open 
one’s eyes to the vast learning possi- 
bilities, the body of knowledge found 
by others—in books, paintings, science’ 


Sl 
Dick Hess, who has taught at both 
Detroit's Society of Arts and Crafts 
and the Philadelphia College of Art, 
-and lectured at schools in New York, is 
a designer as well as an illustrator. He 
talks about the effects of a poor edu- 
cation on the student and also on 
what he hopes the conference will 
include: 


“It’s a wonderful idea but, if the 
Europeans aren't included, they will 
be conspicuously absent. I'd love to 
hear from J. Mtiller-Brockmann of 
Zurich or Eric Hoffer, the experimenta- 
list. What has become known as the 
Swiss School is certainly the most 
important factor in design in the past 
twenty years. | think it’s important to 
get from them what they are doing in 
their education system. And, | want 
to hear from the Art Center School 
teachers—especially where they have 
instituted apprenticeships with peo- 
ple like Bernie Fuchs and others. 

“The general state of art education 
is, to me, the worst effect of a bad 
education. It is waste—the kind which 
happens when a student is mis- 
directed in school and doesn't have 
the stamina to withstand the ordeal of 
learning when he comes to New York 
or wherever. I’ve seen many talented 
youngsters drop out before they really 
begin. They weren't prepared for what 
they will face. 

“In terms of illustration, schools 
should emphasize interpretation of 
manuscript. They don’t. Students 
should be taught how to deal with 
problem comprehension. Let the 
winds of reality blow down the 
corridors!” 


Seymour Chwast has taught at such 
schools as Cooper Union, School of 
Visual Arts, Brooklyn Community 
College, and he is a Director of Push 
Pin Studios. The portfolio—some- 
thing about which no two people 
agree (except to say that it is impor- 
tant)—is the major topic of concern to 
the illustrator: 


“Speaking candidly, something like 
this conference is necessary because 
so many schools are doing such a bad 
job that many students may actually 
be wasting their time. 

“In my view the schools have two 
things to do—and the first, of course, 
is to encourage creativity. But | am 
more concerned with some current 
practical problems. This business 
tends to categorize — and, by the 
senior year, school should be function- 
ing for the student to help him find a- 
specific job. Help him with his port- 
folio. Fill a slot, if necessary. | don’t 
think you should create an art studio 
in school, but kids need help. I tell my 
kids what not to include: Don’t show a 
little of everything—a type sample, 

a life drawing, two sketches, and a 
few photographs. Instead, project 
confidence in the kind of work you 
want to do by showing that work. 
Tailor the book to a job target—it 
shows the way you think. | was lucky 
on my first job. | knew what | wanted 
and | got it—as a designer in the New 
York Times’ promotion department. 
Probably these kids won't be so lucky. 
You have to show them which direc- 
tion to head for? 


Aaron Burns-former Pratt Institute 
faculty member, lecturer at schools in 
the United States and abroad, one of 
the editors of this publication, a 
designer and typographer-is Presi- 
dent of International Typeface Cor- 
poration. He sets down the nature 


of the special problems inherent in . 
teaching typography in the electronic 


age—that the practitioners and inven- 


tors cannot even keep up with the 
technology: 


“Achieving an understanding and 
appreciation for fine typography is 
nothing more than an attitude. One 
must care. 

“Until ‘photoelectronic’ typography, 
learning the basic information relative 
to metal typesetting was not too dif- 


For those who might want to learn 
more about these problems, there will 
be a conference on Typographics in 
Communications which is to take 
place for a three-day period during the 
spring of ’77 at the Rochester Institute 
of Technology in Rochester, New York. 
News and further information about 
this. program will be announced ina 
future issue of U&lc. 


ficult a task for an educator or student. ‘ 


With metal, one could ‘see’ what was 
being set. The actual type was either 
taken by hand from out of a type case 
or cast in a machine. One could learn 


to appreciate the importance of know- 


ing the mechanical limitations of 

metal typesetting as a prerequisite to 

becoming a professional user of type. 
“With photoelectronic typography, 


‘seeing’ —the most important educa- 


tional aid, has almost disappeared. 
Mechanical functions now take place 
inside a machine or photo print-out 
unit. We are ‘in the dark’ until the final 
proof emerges. 

“And herein lies the problem. Not 
only are all machines not alike, they 
have their own limitations or advan- 
tages, each one depending upon the 
purposes for which they were designed 
to set type. How does one learn about 
all these machines? There are literally 
hundreds. The transition to photo- 
electronic typography eliminated the 
many physical constraints inherent in 


On where schools fail students and 
professionals fail themselves, Sam 
Scali, instructor in Syracuse Univer- 
sity’s graduate ad design program, 
lecturer in numerous schools, and 
Partner/Creative Director of Scali, 
McCabe, Sloves, has this to say: 


“The conference could be important 
to the field for these reasons: getting 
more youngsters into the business, 


metal and has made better typography and improving the quality of prepared- 


possible as to choice of faces and 
control of spacing and typographic 
niceties. But the new freedoms demand 


ness of those trying to enter it. 
“The primary problem as | see it is 
that | don’t think schools have under- 


more knowledge and better judgment stood the creative ad-making process 


to use the new technologies to best 
advantage. 


(outside of the Art Center School, 
whose kids are well trained and who 


“It is important that everyone under- bring in terrific portfolios—| hired 


stand where we are so that we may 
take the next steps. For the past ten 
years, one obtained the information 
on new machines and type from the 
machine manufacturer, a typographer, 
or an association's educational liter- 


ing anew. A recent development is 


three of them). If you don’t know how 
to do the basic steps involved in 
approaching any solution, you can't 
even begin. Who's teaching this? 
“Then, you find everyone gives up 
too soon—and | include the profes- 


ature. In any event, it has meant learn- sionals I've taught who are working 


on their Master's. | push my students 


that we will be able to ‘see’ the copy on to think. Look, you see kids confused 


aTV screen above the typewriter board 
while it is being typeset (recorded). 
Amazing? Incredible? Indeed! Fright- 


about the business they're entering— 
no wonder, when so many of the 
people in the business themselves 


ening? No! Is it necessary for astudent are confused. Kids out of school think 


of typography to be taught this body 


they want illustration, but can’t tell 


of new information? Yes! How can one you what it is. Yet, hard as it is to place 


learn? Who will do the teaching? Who 
will teach the teachers? 

“The answers to these last ques- 
tions are the real problems facing 


everyone who is at work today in 


graphic communications—profes- 
sional, educator, studént. But they 
will not be too difficult for us to solve 
—if enough designers and educators 


care.’ 


youngsters who want to be art direc- 
tors, you can, at least, put them in the 
mechanical department and begin 
their training. For people who want 
to write ads, it’s even harder. We're 
concerned about this at the agency. 
Where to start them? In the mail room? 

“Generally, we'll just have to make 
teaching the creative skills much 
more relevant?’ 


Herb Lubalin, Professor of Art at 
Cooper Union, member of the advisory 
boards of numerous schools including 
Cooper Union, Hampshire College, and 
Keane College, President, LSC&P 
Design Group, Inc., and Editorial and 
Design Director of U&lc, feels the pro- 
gram must more seriously direct itself 
to the high schools, and he holds 
strong views about this. But first he 
was asked to state his opinion on the 
state of art education in America: 

“My answer to this question can be 
summed up in one sentence: The 
state of art education is certainly not 


represented by a star onthe American | 


flag, that’s for sure. 

“Art education is fairly inadequate 
at the college level, mediocre, with a 
few exceptions, at the professional 
school level, and almost nonexistent 
at the public school level. 

“One reason for this is the total 
apathy, misunderstanding, and lack 
of information on the subject by the 
entire population of the United States. 

“Take a former President, for in- 
stance. Lyndon Johnson was asked 
by Ed Murrow, then head of the 
U.S.1.A., if he would OK a small 
appropriation for a graphic design 
program for the U.S.A.—to enrich its 
image—which would be, essentially, 
acreative contribution by two of 
America’s leading graphic designers. 
Johnson's reply: ‘What is a graphic 
designer?’ He refused to give one cent 
for something of which he had no 
understanding whatsoever. 

“This conference is essentially 
directed to college and professional 
school educators. The real need for 
understanding is at the high school 
level—by both teachers and students 
...and parents. 

“High school administrators con- 
sider art to be a frivolous elective sub- 
ject, easily dispensable. Why don't 
they understand that communicating 
visually is equally as important as 
communicating verbally? It’s essential 
to learn how to read and write. Why is 
it unessential to visualize what you 
read and write? 

“The high school years are the form- 
ative years in students’ lives. They 
should be contemplating their future. 
A large part of that future could be in 
the graphic arts, if they knew what it 
was all about. If they knew that the 
term art had applications far beyond 
painting, drawing, and sculpture. If 
they knew that graphic art is becom- 
ing one of the largest industries in the 
United States. 

“The late Leon Friend, Chairman of 
the Art Department at Lincoln High 
in Brooklyn, New York, can serve as 
an example of the kind of knowledge, 
expertise, and enthusiasm for the 
graphic arts that is needed in today’s 
secondary schools. A brief look at the 


OR 
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talented Sean Ss came into 
this field from Leon Friend's classes 
will notably attest to this?’ 


Lester Feldman, Senior Vice-Presi- 
dent/Art Director, Doyle Dane Bern- 
bach: 


“Lincoln High opened at 8:30, but 
any of us who wanted him to ‘critique’ 
our work—which we did almost every 
morning—would climb over the high 
wire fence around the schoolyard. 

It was 6:00 A.M., but there he'd be. 
He was one of the greatest men | have 
ever known. When | began teaching, 
there in the back of my mind was 
Leon. He had an affinity for poor kids, 
but you had to prove you were an 
artist. It was back in the’40s and he 
was teaching everything 
photography, design —and all the 
areas of fine art, as well. He influenced 
so many that, by the time | became a 
part of the Art Squad, he already had 
a group of prominent alumni: 


Bill Taubin, Senior Vice-President/ 
Creative Management Supervisor, 
also Doyle Dane Bermbach: 


“He didn’t teach, but inspired you to 
explore the world. That was the great 
thing he did. We were a bunch of kids 
from Brooklyn, Jewish and Italian 
kids, and we didn’t know anything 
about outside. He showed us our first 
Cassandre poster. We went into his files. 
We read magazines like Gebrauchs- 
graphik and talked about the Bauhaus. 
If we needed illustration board, paper, 


—typography, 


pens, he'd help out. Early on, he 
invited important artists to visit the 
school to talk with students— Moses 
Soyer came, and many many others. 
Through him, we entered the various 
poster competitions in the city —and 
won them: 


Gene Federico, Partner-Creative 
Director, Lord, Geller, Federico: 


“Speaking of Leon Friend, | could 
never ascertain whether those south 
Brooklyn kids created Friend or the 
other way around. 

“Would Leon Friend ever have 
existed except for his unusual prog- 
eny? Conversely would the sand 
pebbles of Coney Island and Brighton 
Beach ever have known anymore than 
beachcombing if Leon Friend had not 
pulled back the curtains, opened the 
windows, and finally kicked us out 
the door he had unlocked? 

“What a teacher!” 


Editor's tribute: Mr. Friend’s Art 
Squad took on assignments for school 


programs from the ’30s to the late ’60s. 


The following is a partial listing of 
which there were in all more than sixty: 


WILLIAM BACKALENICK, PRINTER 

HERB BLEIWEISS, ART DIRECTOR 

DAN CASSEL, PRINTER 

ERNIE COSTA, ART DIRECTOR 

TOM COURTOS, ART DIRECTOR 

DAVID DAMBOWIC, ARCHITECT 

BRUCE DANBROT, ART DIRECTOR 

RALPH DELLI BOVI, GRAPHICS DIRECTOR 


Hi 

MILTON GREENE, PHOTOGRAPHER 

MURRAY JACOBS, ART DIRECTOR 

SHEP KURNIT, AGENCY PRESIDENT 

JOHN McVICKER, ART DIRECTOR 

LEONARD NEZIN, PAINTER 

ROY PODORSON, ART DIRECTOR 

ANTHONY POST, GRAPHICS DESIGNER 
SEYMOGR ROBBINS, ART DIRECTOR 

ARTHUR ROSENBLATT, MUSEUM DIRECTOR 

DOROTHY FELDMAN SCHWARTZ, ILLUSTRATOR 

HERB TALMATCH, ART DIRECTOR 

LEN WEISS, PHOTOGRAPHER 


In 1969, all the progeny sent their 
works for an extraordinary show held 
at the Architects League and titled: 


“Mr. Friend: The Impact of One Art 


Teacher:’ Said the Catalogue: His is 
one of the most fantastic stories in the 
history of public school education. 
And, indeed, it was. 


Heady words from the professionals. 


Now, on to the other side of the coin 


and some “equal time” for the 
educators. 


THE EDUCATORS 


John Sellers, Chairman of the Art 
Directors Club Educators Conference, 
who conceived the idea, is Chairman 
of the Visual Communications Depart- 
ment, Syracuse University. As a full- 
time professional, he served last as 
Creative Director of Les Hart Advertis- 
ing. He also taught at Peabody 
University. 


“We've seen incredible changes in 
visual communications in the past 
decade. The schools aren't teaching 
these so their curricula has, to my 
mind, become obsolete. Tremendous 
technological advancements are 
affecting ways of working. Well, what 
are they? 

“On the other hand, the profes- 
sional arts get low priority from the 
institution. There is a whole area of 
problems —salaries, space, student- 
faculty ratios—and educators need to 
talk together about the things troubling 
them wherever they are. 

“When you examine what’s been 
happening in schools around the 
country, you find many of them have 
been standing still or losing ground. 
Conversely, why are some schools— 
regardless of the tight job and money 
situation—placing 100 percent of 
their graduating seniors? 

“Then, schools outside the big 
centers say they want, but can’t get, 
the people from the field or their 
materials. This is not necessarily so 
and we might be able to show possible 
solutions. For instance: a six-credit 
Syracuse summer course includes 
three intensive study weeks in New 
York. Why couldn't a Midwest school 
go to Chicago? 

“Another issue: What’s wrong with 
our image? Why, when the Ford Foun- 
dation gave grants totaling over 
$4,000,000 to art schools in 1974, 

did they specify the money was for 


‘fine arts’ only. Why aren’t we getting 


through—when the figures show 


enrollments in the visual arts, graphics, 
and advertising continue to rise and 
rise? Can we, at last, confront art 
education in the "70s? 

“A part of the conference will be 
open sessions where the whole thing 


George Sadek, ten years Dean of 


becomes, in effect, a panel for problem- Cooper Union, previously head of the 


solving. Last but not least, let’s hope 
some students attend’ 


David Levy is Dean of Parsons 
School of Design, which is part of 
New York’s New School for Social 
Research and, earlier, was Vice-Presi- 
dent of Parsons. For the last eight 
years, he has also been a part-time 
art history teacher at Rockland Com- 
munity College near his home—a class 
he gives on an early-bird schedule, 
before his own job begins, to “stay in 
touch” with the students and the prob- 
lems of the faculty member who isn’t 
the boss. Dean Levy agrees, but not 
in every detail, with the program plans: 


“The gap exists on both sides— 
educator and professional. | talk to 
educators around the country and 
outside of New York: classes aren't 
being keyed to the needs of the pro- 
fession. The industry has a way of 
life —educators never did know it— 
and that’s the problem. 

“But at the other end, we keep hear- 
ing of the fast changes in the business. 
Actually, the biggest change is that 
billings have gone up. It’s a conceit on 
the part of the industry to talk of its 
innovations. The wonderful designs | 
have in my office—by Dorfsman, 
Lubalin, and others—were done over 
ten years ago, and there haven't been 
any breakthroughs. | am also bored 
with hearing about ‘what’s wrong with 
student portfolios: | know that’s on 
the conference agenda, but profes- 
sionals should know we know what 
the problem is with their portfolios: 
it’s the nature of kids and their resist- ~ 
ance to doing the mechanical work, 
although they’ve been told what they 
have to do. Young people are inter- 
ested in doing something else. Along 
with an understanding of the educa- 
tional processes, professionals have 
to want to understand young people”’ 


Graduate Design program at Indiana 
University, makes the cooperation 
between educator and communicator 
seem such an easy thing to accom- 
plish: 

“We've been talking about the basic 
idea for five years—we’d agree about 
the need, but do nothing about it. 

I'd like to participate. A professional 
educator must have the closest possi- 
ble cooperation with the field, but it ~ 
seems to me that only recently is any- 
one beginning to understand this 
sufficiently and then go about doing 
something concrete to make it a 
reality. The kind of cooperation I’m 


talking about is to go beyond bringing 


the professional to the school—to _ 
bring the class to the company. Why 
aren't certain technical courses, say 
in typography, taught at the plant? 

“When schools can't get money, 
there are many other things of use, of 
equal and greater value: equipment 
and talent. For instance, | am one 
educator who would be willing to 
listen if someone brought me a new 
art curriculum?’ 


Rhoda Sparber, art teacher at New 
Rochelle High School, has also taught 
evening classes at Nassau Community 
College. Throughout her career as a 
full-time teacher, she has been a 
painter as well. Her concern is on dual 
levels—what happens when profes- 
sionals don’t know what goes on in 
high schools and vice versa; what hap- 
pens when there is no communication 
between high school and art school: 

“It would help us if communicators 


‘came to more of our schools to tell us 


what is happening in their profession. 
I am coming to this conference be- 
cause | want to know—to participate 
—and I’m bringing some students. 
“We have other problems aside 
from the huge void where there is no 


interaction—and that is, frankly, little 
communication between high school 
and college. Generally we have been 
avoided and left to work things out. 
““To what school should | go?’ ‘Is 
this a good one?’ the students ask. 
How can | answer if | haven't been 


there? Kids want to talk on a profound 


level, but they end up putting it to- 
gether from the catalogue. Only 
recently have school admissions 
officers begun to come into the high 
schools to talk to students; they come 
as if scouting for athletes. Pratt ran an 
all-day portfolio program, this year, 
and students were provided with the 
right kind of opportunity to see the 


potential of this schooland others. This 
is the kind of direction we are looking for.” 


Dr. Leonard Ruben — Associate 
Professor of art and advertising, 
University of Texas, former Assistant 
Professor, Northeast Louisiana, and 
still earlier, Young & Rubicam Art 


Director and Vice-President/Art Super- 


visor at MacManus, John & Adams— 
looks at the student and teacher from 
the point of view of middle (and 
Southern) America: 


“| think the conference will fill the 
gap left by the Aspen Conference, 
which has diminished (if only Aspen 
had continued on the level it began at 
—we needed it). 

“At school, a teacher gets insular. 
| like the-caustic verbal exchange with 


people like Herb Lubalin, even though 


it can hurt your feelings. But we need 
to recharge our batteries, hear from 
you, and—this is essential—to take a 
look at what the new, younger talents 
are up to. 

“Outside of New York —which, I 
admit, is mecca to me—outside L.A., 
Atlanta, Chicago, Houston, the teachers 
ought to know how a Master’s pro- 
gram can be made to work—along 
with a hundred other things. 

“This is a wonderful field for young 
people to enter, to get a chance, to 
earn money. But, for the beginner in 
the smaller cities, it doesn’t offer the 
same opportunity. There they require 
long apprenticeships, and youngsters 


do menial tasks. It’s difficult to get 
into a position to do good creative 
work. 

“What I'd like to know from the pro- 
fessionals is—what can we do about 
this?” 


A FEW FINAL WORDS 


While no conference can attempt to 
solve all the problems expressed by 
the distinguished people here, the 
response alone convinces us this is 
the start of something. Something 
long overdue. Its creators hope that 
the open forums which will follow 
each panel and presentation will be 
free-form question-and-answer ses- 
sions so that many specific problems 
get covered in some depth. 

The program will also include work- 
shop-type discussions where attendees 
will select their subjects and can par- 
ticipate in small, informal sessions. 

Planned for each day are four or five 
panels and a choice of about four 
workshops. The Art Directors Club 
plans to reprint the conference material 
and make these available for schools 
at a later date. 

Some visits (in small groups) to ad 
agencies, magazines, and studios, and 
to supplier companies will be arranged 
in the early evenings. 

The conference is offering an early 
registration price of $100 if attendees 
sign on before April 30. After that 
date, the price is $130. The club is 
also seeking to ensure low-cost accom- 
modations for its visitors when they 
are in New York (at Ys and school 
dormitories). 

Complete information is available 
by writing to: 

INTERNATIONAL EDUCATORS CONFERENCE 
C/O THE ART DIRECTORS CLUB, INC. 

488 MADISON AVE. 

NEW YORK, NEW YORK 10022 

(TEL. 212-838-8140) 

What can be expected from the 
Educators Conference? If it does 
nothing more than bring several 
hundred educators from many places 
to sit together in one place, it will have 
accomplished a great deal. If it estab- 
lishes a flow of ideas between graphic 
artists in New York and a handful of 
faculty heads and faculty members 
from any one of the fifty-one states, it 
will have accomplished a great deal. 

And if teachers of the professional 
arts and the professionals can agree 
to agree, the beneficiary of the process 
set in motion will be not just the stu- 
dent, it will be us—all 200,000,000 of us. 

To achieve anything at all, you must 


- first start. Let’s hope some others 


now will pick up the ball and start 
running with it. Who knows? Perhaps 
the mystery of the graphic artist will 
one day soon be solved without the 
help of Hercule Poirot. ~ 


THIS ARTICLE WAS SET IN KORINNA 


| i Grace 


Alexa Grace’s illustrated sculpture is soft spoken and fragile with an understated wit. These 

characteristics become understandable if you are fortunate enough to know the artist. She 

is certainly soft spoken, but, if you listen attentively, all of her charm and humor come 

through in no uncertain terms. As for her fragility, I don’t know. The last time I saw her she 

was about to embark on a life of crime. On the way to U&le, to deliver her work to be pho- 
tographed, she (inadvertently?) dropped a slug in the IRT subway turnstile. It apparently lit 
up like a slot machine. “Tilt?” Bells rang, sirens whined, the entire 10th precinct converged 

on poor Alexa as though she had just perpetrated a hold-up at Chase Manhattan. Witness 

fingerprints reproduced on this page. (Anybody whose address is 93-1/2 can only be half 
bad.) Incidentally, our second Ms., Hedda Johnson, experienced the same difficulties with 

the redoubtable N.Y.P.D. We may have to be more careful of our associations lest we be 

accused of consorting with hardened criminals. Alexa studied at the Philadelphia College of 
Art, Art Students’ League, and School of Visual Arts. Her work has been reproduced in many 

prominent magazines and has been shown in galleries from New York City to Santa Barbara 

via Rochester, N.Y. Alexa thinks of her sculpture as a natural extension of drawing. Her tech- 
nique is etching-like, with accidental and controlled brushed-on, rubbed-in black oxides. 
She seems to achieve greater textural effects, through this medium of ink on plaster, than 

can be achieved on paper or canvas. Each piece is like a small stage set with little cartoon 

characters as the actors. Read Alexa Grace’s delightful captions to get an insight into how 

she thinks and how her little people perform. 
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BEING STABBED WITH PINKING SHEARS AND A POISON 


DART PERSON — WHILE THE DEVIL CHILDRE) 


SHEER ON. 


THIS ARTICLE WAS SET IN TIFFANY 
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A few years back the Hammermill 
Paper Company sent out a wonder- © 
ful set of two cookbooks to promote 
a versatile paper it manufactured. 
The set (actually separate titles) were 
called collectively the ‘More or Less 
Cookbooks.” Perforce their distribu- 
tion was limited and in no time at all 
the books became treasured items, 


particularly for those bibliophiles ALPHABET SOUPS 


who like to know where their next BY MARYELLEN SPENCER 
great meal is coming from. Those ILLUSTRATED BY 


not lucky enough to have been in JEROME SNYDER 
on the original distribution will now 


have an opportunity to catch up 
with a missed chance. The books 
will reappear in this culinary year as 
a set of paperbacks published by 
Van Nostrand-Reinhold. 

All of which brings us to Mary- 
ellen Spencer, who was the guiding 
gastronomic hand behind those mar- 
velous books. Ms. Spencer is a food 
authority who has not only the dis- 
cerning sense of what makes good 
food superb but an equally sensitive 
eye and ear forthe lore and romance 
of the culinary art. Not wasting a mo- 
ment'’s time we called upon Mary- 
ellen to see what good food she 
could dream up for U&lc’s readers’ 
well-designed appetites. What better 
place to start than at the letter ““A’— 
exactly where Ms. Spencer has 
begun her compendium of Alphabet 
Soups. These recipes for twenty-six 
soups not only imaginatively fulfill 
their A-through-Z obligation but give 
us a variety that nourishes our spirit 
and satisfies our taste as well. 

When you come to the letter “‘T”’ 
you will discover Ttioro, a rich and 
robust Basque fish soup—a true 
Spencerian flourish. In “Alice in Won- 
derland,’ the Mock Turtle, fora“ a 
sang his heart out to ‘ Turtle Soup.’ 
Ms. Spencer's soup has neither real 
nor mock turtle, but it most surely is 
authentic. What is more important is 
the way Ttioro and its international 
companions capture the flavor of 
the Turtle’s fanciful serenade. 

So as you savor the spoonfuls 
of each and all of these beau-ootiful 
Alphabet soups keep a third ear 

open for the voice of the Turtle as 
he sings this song. “‘Beautiful Soup, so rich and green, 
Waiting in a hot tureen! 
Who for such dainties would not stoop? 
Soup of the evening, beautiful Soup! 
Soup of the evening, beautiful Soup! 
Beau-ootiful Soo-oop 
Beau-ootiful Soo-oop! 
Soo-oop of the e-e-evening, 
Beautiful, beautiful Soup. 


“Beautiful Soup! 

Who cares for fish, 

Game, or any other dish? 

Who would not give all else for two 

Pennyworth only of beautiful Soup? 

Pennyworth only of beautiful Soup? 
Beau-ootiful Soo-oop! 
Beau-ootiful Soo-oop! 

Soo-oop of the e-e-evening 
Beautiful, beauti-FUL SOUP ie 


‘AVGOLEMONO SOUP SOUP 


Greek egg and lemon soup. 
6 cups rich chicken broth 
Y% cup uncooked long-grain rice 
4 egg yolks 
% cup lemon juice 
2 tablespoons finely chopped 

parsley 
Bring chicken broth to a boil in 
large saucepan. Add rice, cover, 
and simmer until tender, about 
twenty minutes. Beat together egg 
yolks and lemon juice in small 
bowl. Stir in a little hot broth, then 
gradually stir warmed egg yolks 
into remaining broth in saucepan. 
Cook, stirring constantly, over very 
low heat until slightly thickened; 
do not boil. Serve immediately, 
sprinkled with chopped parsley. 
Makes four to six servings. 

ITC LUBALIN GRAPH 


BORSHCH 


Borshch comes in countless ver- 
sions, frequently with little in com- 
mon except the presence of beets 
—this is a hot soup with beef brisket. 

2 pounds beef brisket 

Beef bones 

2% quarts water 

2 teaspoons salt 

% teaspoon pepper 

2 onions, chopped 

1 clove garlic, minced 

8 beets, cooked, , peeled and 

. shredded 

3 tablespoons brown sugar 

Yq cup lemon juice 

2 eags, beaten 
Place brisket and bones in kettle. Add 
water, salt, pepper, onions, garlic and 
beets. Bring to a boil, cover, reduce 
heat and simn.er three hours, until 
meat is very tender and begins to fall 
apart. Add brown sugar and lemon 
juice. Cook thirty minutes longer. 
Gradually stir about one cup of hot 
soup into beaten eggs, then stir 
warmed eggs into rest of soup. Heat 
but do not boil. Makes eight servings. 


ITC SOUVENIR 


COCK-A-LEEKIE 


The Scottish soup of chicken and 
leeks, most traditional when prunes 
are added. 
1 stewing chicken 
(about 5 pounds), 


1/2 teaspoon dried leaf thyme 
6 peppercorns 
3 whole cloves 
2 teaspoons salt 
12 leeks, thinly sliced 
1/4 cup pearl barley or 
uncooked long-grain rice 
12 cooked prunes (optional) 
Chopped parsley 
Place chicken and veal bone in kettle. 
Add water, onions, celery, bay leaf, 
parsley sprigs, thyme, peppercorns, 
cloves and salt. Bring to a boil, re- 
duce heat and simmer two hours, 
until chicken is tender. Remove chick- 
en and reserve. Strain broth and re- 
turn to kettle. Discard veal bone and 
vegetables. 
' Add leeks and barley to broth, 
cover, and simmer until tender, thirty 
to forty minutes. Remove chicken 
meat from skin and bones, cut into 
bite-size pieces and add to soup with 
prunes, Heat. Serve sprinkled with 
chopped parsley. Makes six to eight 
servings. 
KORINNA 
Se ee rs 
DUG UN CORDASI 
a rae ey 
Turkish wedding soup, made with 
cubes of lamb in a tart broth and 
popec with a drizzle of paprika 
utter and a sprinkle of cinnamon. 
1 pound lean lamb, cut into small 
cubes 
2 tablespoons flour 
2 tablespoons olive oil 
6 cups chicken broth 
4 marrow bone, cracked 
1 onion, halved 
1 carrot 
1/4 teaspoon pepper 
4 egg yolks 
3 tablespoons lemon juice 
1/4 cup butter or 
margarine, melted 
1 tablespoon paprika 
1/2 teaspoon cinnamon 
Roll lamb in flour. Heat oil in kettle, 
add lamb and brown on all sides. 
Add chicken broth, marrow bone, 
onion, carrot and pepper. Bring to 
a boil, reduce heat and simmer 
two hours, until lamb is very tender. 


Remove bone, onion and carrot. 
Just before serving, beat egg yolks 
with lemon juice. Stir in a little hot 
broth and add warmed egg yolks 
to soup. Heat but do not boil, stir- 
tring constantly. Taste and add salt if 
necessary. Ladle into heated soup 
plates. Drizzle with melted butter 
mixed with paprika and sprinkle 
with cinnamon. Makes six servings. 


ITC SERIF GOTHIC 


ERWTENSOEP 


The national soup of the Netherlands, 
traditionally so thick that a spoon will 
stand up in it. 
1 pound (2 cups) 
dried split green peas 
2 pig's feet 
4 quarts water 
2 teaspoons salt 
1/4 teaspoon pepper 
Medium potatoes, 
pared and diced 
4 leeks, thinly sliced 
celery root or celeriac, 
pared and diced 
1/3 cup chopped celery leaves 
1/2 pound smoked sausage, sliced 
Rinse peas and place in large kettle, 
Add pigs feet, water, salt and pep- 


a ral, 


per. Bring to a boil and skim off foam. 
Reduce heat, partially cover and sim- 
mer three hours. Add potatoes, leeks, 
celery root and celery leaves. Cover 
and simmer thirty minutes. Remove 
eig's feet, remove meat from bones 
and gristle, and cut meat into small 
pieces. Add cutup meat and sausage 
to soup. Refrigerate overnight. Re- 
heat to serve, adding additional 
water if soup is too thick. Makes eight 
Servings. ITC BAUHAUS 


SSS SS EE 
FAKKI 
SSE 6 EEE 

Lentil soup is a Mediterranean 


favorite; Fakki is the Greek version. 


2 tablespoons olive oil 

2 onions, chopped 

2 cloves garlic, crushed 
2 cups brown lentils 

2 quarts water 

1 quart beef broth 

2 ribs celery with leaves, 


chopped 


th ell 


garlic; cook five minutes. Add re- 
maining ingredients except par- 
sley and vinegar. Bring to a boil, 

reduce heat and simmer covered 
for one hour and thirty minutes, 


until lentils are tender. Add parsley 


and vinegar; taste for seasoning. 

If soup is too thick, add a little 
water. If too thin, boil uncovered 
to evaporate some of liquid. Makes 
eight servings. ITC BOOKMAN 


GAZPACHO 


There are many versions of the 
famous Spanish chilled vegetable 
soup—some are smooth purees 
while others have chopped vege- 
tables, and some are “white,” or 
without tomatoes. 


3 cups coarsely chopped 
peeled ripe tomatoes 
1-1/2 cups coarsely chopped 
pared and seeded cucumber 
1 cup coarsely chopped 
green pepper 
1 medium onion, chopped 
1 clove garlic, minced 
1 cup water 
1/3 cup olive oil 
1/4 cup wine vinegar 
2 to 3 teaspoons salt 
1 cup fresh bread cubes 


Garnishes: Sauteed croutons 
and additional chopped onion, 
chopped pared and seeded cu- 
cumber, chopped green pepper 
Combine tomatoes, cucumber, 
green pepper, onion, garlic, water, 
olive oil, wine vinegar, salt, and 
bread cubes in an electric blender. 
Cover and process until smooth. 
Chill several hours. Add additional 
salt ifnecessary. Serve in chilled 
bowls. To each serving add gar- 
nishes. Makes six servings. 

ITC TIFFANY 


HOTCH POTCH 


cut in pieces 
1 veal bone 
2-1/2 quarts water 
2 large onions 
2 ribs celery with leaves 
1 bay leaf 
4 parsley sprigs 


1 carrot, pared and shredded The name means “shaken together in a 


1 bay leaf pot’—the Belgian hochepot, Dutch 
1-1/2teaspoons salt hutspot, and British hotch potch. 
1/4 teaspoon pepper 2 pounds stewing lamb 
1/4 cup chopped parsley 2-1/2 quarts water . 
1 tablespoon vinegar 2 teaspoons salt 
Heat oil in kettle. Add onions and 1/4 teaspoon pepper 


ysis 


2 onions, chopped 
2 small turnips, pared and diced 
3 carrots, pared and chopped 
| small cauliflower, cut in flowerets 
2 cups peas 
1 cup lima beans 
1 small head lettuce, shredded 
1/4 cup chopped parsley 


Place lamb in kettle; add water, salt, 
pepper and onions. Bring to a boil, re- 
duce heat and simmer covered for two 
hours. Add turnips, carrots, cauliflower, 
peas and beans; cook forty-five minutes 
longer, until vegetables and meat are 
tender. Add lettuce and parsley; cook ten 
minutes longer. Makes six servings. 


AVANT GARDE GOTHIC CONDENSED 


INFANTE CONSOMME 
pa 
An elegant consomme garnished with 
floating pate-filled puffs. 
24 small puff shells 
(directions below) 
3 pei butter 
or 
3 Gaidsucocan: flour 
1/2 cup chicken broth 
1/2 cup cream 
1 can (4-3/4 ounces) liver pate 
1 tablespoon brandy 
2 tablespoons cornstarch 
6 cups chicken consomme 


To make small puff shells, prepare half 


of standard recipe for pate a choux 
(1/2 cup flour and 2 eggs). Drop from 
teaspoon on greased baking sheet and 
shape into twenty-four small mounds. 
Bake in 425° F. oven twenty minutes, 
until browned and dry. 

Melt butter in saucepan; blend in 
flour. Stir in chicken broth and cream. 
Cook, stirring constantly, until mixture 
thickens and comes to a boil; cook two 
minutes, continuing to stir. Remove 
from heat, add liver pate and brandy, 


and mix until well blended. Make 
small slit in side of puffs and fill with 
pate mixture, pastry bag with plain tip. 
Blend cornstarch with a little con- 
somme in saucepan. Add remaining 
consomme and simmer ten minutes. 
Warm filled puffs for five minutes in 
350°F. oven. Pour consomme into 
soup plates and add puffs. Makes 6 


servings. 
ITC GARAMOND 


JULIENNE SOUP 


A French chef named Jean Julien 
created this clear soup with vege- 
tables cut into thick strips, and the 
name “julienne” is now applied to 
all foods cut in that manner. 


2 carrots, pared 
1 rib celery 
1 small white turnip, pared 
1 leek, trimmed . 
3 tablespoons butter, 
or margarine - 
6 cups beef consomme 
1 cup shredded cabbage 
1 cup shredded lettuce 


Cut carrots, celery, turnip and leek 
into thin match-like strips at least 
one-inch long. Melt butter in sauce- 
pan, add cut vegetables, cover, and 
cook over low heat thirty minutes, 
until tender. Add about 1/2 cup 
consomme, cabbage and lettuce. 
Simmer five minutes and drain off 
butter. Add remaining consomme 
and bring to a boil. Makes six 
servings. 

FRIZ QUADRATA 
a Sea RE TT 


KESAKEITTO 


Finland’s summer vegetables in a 
creamy soup that frequently in- 
cludes shrimp or crawfish. 


4 cups water 

2 teaspoons salt 

1 cup thinly sliced pared carrots 

1 cup fresh peas 

1 cup small cauliflowerets 

1 cup diced pared new potatoes 

1 cup frenched green beans 

3 tablespoons soft butter or 
margarine 

3 tablespoons flour 

1 cup chopped fresh spinach 

3 cups milk 

1 cup cooked cleaned shrimp 
(optional) 

3 tablespoons chopped fresh dill 
or parsley 


Bring water and salt to boil in large 
saucepan. Add all vegetables except 
spinach, cover and cook just until 
barely tender, about ten minutes. 
Blend butter with flour until smooth 
and add to soup in small pieces. Add 
spinach and milk. Cook over mod- 
erately high heat, stirring constantly, 
until thickened. Reduce heat and 
simmer five minutes. Taste and add 
additional salt if necessary. Add 
shrimp and heat. Serve sprinkled 
with dill. Makes six servings. 


ITC SOUVENIR ITALIC 


LABANEYA 


An Egyptian yogurt soup that is 
most authentic when made with 
sila, or beet greens, but it can also 
be made with spinach. 

2 tablespoons olive oil 

1 onion, chopped 

1 clove garlic, crushed 

1 pound beet greens or 

fresh spinach, cut into large 
pieces or strips 

1/4 cup chopped scallions 
3/4 cup uncooked long-grain rice 

S cups water 

1 teaspoon salt 
1/4 teaspoon pepper 
1/4 teaspoon turmeric 

2 cups yogurt 
Heat oil inlarge saucepan. Add 
onion and garlic; cook until golden. 
Add beet greens and scallions; cook 
over low heat for five minnutes. 
Add rice, water, salt, pepper and 
turmeric. Bring to a boil, reduce 
heat, cover and simmer fifteen to 
twenty-five minutes, until rice is 
tender. Stir in yogurt; heat but do 
not boil. Makes six servings. 


ITC NEWTEXT 


MULLIGATAWNY SOUP 


This Anglo-Indian soup has many ver- 
sions, some with mutton and some 
with chicken, but this recipe is clos- 
est to the meaning of the name, 
“pepper water, ” 
1/2 cup boiling water 
1/4 cup flaked coconut 
1 tablespoon cumin seed 
1 tablespoon whole 
cardamom 
1 tablespoon whole 
coriander 
8 peppercorns 
1 bay leaf 
Grated rind of 1 lemon 
4 cups beef broth 
2 cups chicken broth 
1 tablespoon butter 
or margarine 
1 medium onion, 
finely chopped 
4 teaspoons curry powder 
tablespoon flour 
Cooked rice 
Lemon slices 
Pour boiling water over coconut and 


let stand thirty minutes. Strain, pres- 


sing liquid from coconut; discard co- 
conut and reserve liquid. 

Tie spices, bay leaf, and. lemon 
rind in cheesecloth bag. Add to beef 
and chicken broth in large sauce- 
pan; simmer thirty minutes. Remove 
cheesecloth bag and discard. 

In small saucepan, melt butter. 
Add onion and curry powder; cook 
slowly until onion is very tender. 
Blend in flour, then add to broth. 
Add coconut liquid. Simmer twenty 
minutes, Serve in heated soup bowls 
with a little cooked rice and a lemon 
slice added to each serving. Makes 
four to six servings: 

ITC CHELTENHAM 


4, 


NIERSOEP 


Dutch kidney soup—rich, creamy, 
and flavored with mushrooms and 


Madeira. 


1 veal kidney 
4 cups beef broth 
1/4 teaspoon pepper 
3 tablespoons butter 
or margarine 
1 tablespoon 
finely chopped onion 
3 tablespoons flour 
1 cup light cream 
1 cup thinly 
sliced mushrooms 
2 tablespoons Madeira 
Remove membrane, fat and veins 
from kidney; cut into thin slices. In 
arge saucepan bring broth to a 
501. Add sliced kidney, reduce heat 
and simmer thirty minutes. 
In another saucepan melt but- 


er. Add onion and cook until ten- 
der. Blend in flour, Gradually stir 
in cream. Add broth and cooked 

kidney. Cook, stirring constantly, 


until thickened and smooth. Add 
mushrooms and simmer ten min- 
utes. Add Madeira just before serv- 
ing. Makes four servings. 


ITC AMERICAN TYPEWRITER 


OLLEBROD 


A Danish beer and bread soup 
intended to use up leftover or 
stale bread, and sometimes 
served as a porridge. 


4/2 pound pumpernickel 
bread or combination of 
pumpernickel and whole 
wheat 

2-1/2 cups water 

2-1/2 cups dark beer 
2 tablespoons sugar 
4 cinnamon stick 

4/2 teaspoon ground lemon 
rind 

4 tablespoon lemon juice 

1/4 teaspoon salt 
Unsweetened whipped 
cream 

Place bread in large saucepan, 
add water and let stand until soft, 
one ortwo hours. Place over low 


. heat and cook, stirring frequently, 
“until smooth and thick. Add beer, 
* sugar, cinnamon, lemon rind and 
juice, and salt. Simmer twenty min- 


utes. Remove cinnamon stick. 
Serve topped with whipped 
cream. Makes six servings. 


AVANT GARDE GOTHIC 


POZOLE 
CELE LL TS ROTTED 
Asimple version of the rather 
exotic Mexican soup that usu- 


ally contains a pig’s head and 
hard-to-find chiles. 


1 fresh ham hock 

3 cups water 

2 cups chicken broth 
1 clove garlic, minced 
1 teaspoon salt 


1 can (1 pound) hominy, drained 


1 lime, cutin wedges 
Thinly sliced radishes 
Shre lettuce 
Chopped onion 


Place ham hock in large sauce- 
pan or kettle. Add water, broth, 
garlic, and salt. Bring to a boil, 
reduce heat and simmer two 
hours, Add hominy and cook one 
hour longer, until meat is tender. 
Remove ham hock; cool slightly. 
Skim fat from soup. Remove 
meat from bones and fat, cut into 
small pieces, and add to soup. 
Heat. Add salt if necessary. Serve 
with gamishes of lime, radishes, 
lettuce and onion. Makes four 
servings. 


ITC BOOKMAN ITALIC 
IDLE 
QUIRINAL POTAGE 


A soup of pheasant puree, which 
may seem pretentious but is merely 
a resourceful use of leftovers. 


Carcasses of 2 roast pheasants, 
with generous amounts of meat 
6 cups chicken broth 
1 bay leaf 
3 sprigs parsley 
2 celery tops 
1 onion, sliced 
3 slices white bread 
cup dry sherry 
teaspoon cayenne 

2 truffles, sliced 
Remove some large pieces of breast 
meat from carcasses, cut into strips, 
and reserve for garnish. Place car- 
casses with remaining meat in kettle. 
Add chicken broth, bay leaf, parsley, 
celery, and onion. Bring to a boil, 
reduce heat, and simmer covered for 
one hour, until meat falls off bones. 
Remove meat and strain stock, Put 
meat and bread through food chop- 
per or puree with sorne of stock in 
electric blender. In large saucepan 
combine puree, strained stock, sherry, 
and cayenne. Simmer fifteen minutes 
and correct seasonings. Serve gar- 
nished with reserved slivered meat 
and truffles. Makes six servings. 


ITC NEWTEXT ITALIC 
SE 
RIVVEL SOUP 
2S 
Rivvel in Pennsylvania Dutch means 


lumps,’ and in this corn soup they 
are a kind of noodle. 


2 quarts chicken broth 

2 cups corn kernels 

leup unsifted all-purpose 

flour 

1/4 teaspoon salt 

legg, beaten 
1/4 cup milk 
In large saucepan bring chicken 
broth and corn to a rolling boil. Mix 
flour and salt in bowl, add egg and 
milk, and mix with fork until crum- 
bly. Slowly sprinkle crumbs into 
boiling soup. Simmer for fifteen 
minutes. Makes eight servings. 


ITC CENTURY 


nt nee el 
STRACCIATELLA 

DoE a aT 

A Roman soup in which beaten eggs cook 

into flakes or “rags” — stracci. 

4 cups beef or chicken broth 

2 eggs 

@ tablespoons flour 

@ tablespoons grated Parmesan cheese 

& tablespoons finely chopped parsley 

Dash nutmeg 

Bring 5-3/4 cups of broth to a rolling boil 

in large saucepan. Beat eggs with remaining 

1/4 cup broth, flour, cheese, parsley, and 

nutmeg. Gradually stir egg mixture into 

boiling broth and simmer five minutes, 

continuing to stir gently. Makes four servings. 
ITC AMERICAN TYPEWRITER CONDENSED 


TTIORO 
(ieee es eee, 
A Basque fish soup rich with 
onions and tomatoes. 


3 tablespoons olive oil 
2 cups chopped onion 
2/3 cup chopped celery with 
_ leaves 
2 cloves garlic, minced 
2 cans(1 pound, 
12 ounces each) tomatoes 
1 cup chicken broth 


2/3 cup dry white wine 
2 teaspoons salt 
1/4 teaspoon pepper 
1/2 teaspoon dried leaf thyme 
1 pound fish fillets, cut into 
1-inch pieces 
1 cup chopped parsley 


In a large saucepan heat oil. Add 
onion, celery, and garlic; cook until 
tender. Add tomatoes, chicken 
broth, wine, salt, pepper, and thyme. 
Simmer, uncovered, thirty minutes. 
Add fish and parsley. Cook five 
minutes longer, just until fish flakes 
when tested with a fork: Makes six 
servings. 

ITC ZAPF BOOK 


UKHA 


eS ET 
A clear Russian fish soup with lime 


and dill. , 


2 quarts water 

2 large onions, sliced 

1 parsnip, sliced 

1 bay leaf 

6 peppercorns 

4 sprigs parsley 

1 teaspoon salt 

3 pounds white fish trim- 


mings (heads, tails, bones) 


2 egg whites and shells 

I pound white fish fillets, 
cut in large pieces 

1 lime, thinly sliced 

2 tablespoons chopped 
fresh dill 


In kettle combine water, onions, 
parsnip, bay leaf, peppercorns, 
parsley, salt, and fish trimmings. 
Bring to a boil, reduce heat, and 
simmer partially covered for thirty 
minutes. Strain broth and discard 
vegetables and trimmings. Return 
broth to kettle. Beat egg whites wn- 
til frothy and add to broth with egg 
shells. Bring to a rolling boil, stir- 
ring constantly. Remove from heat 
and let stand undisturbed for five 


minutes. Slowly pour through cheese- 


cloth-lined strainer over large bowl; 
do not press or stir contents of 
strainer. Discard contents, 

Return clarified broth to kettle 
and bring to a boil. Taste and add 
additional salt if necessary. Add 
fish, reduce heat and simmer three 
to five minutes, just until fish 
JSlakes when tested with a fork. Add 
lime and dill; serve immediately. 
Makes six servings. 

: ITC CENTURY ITALIC 


VICIVSSOLSIS 
SS SE 
The cold potato and leek soup 
that was invented by the great 
chef Louis Diat just before World 
War I, when cold summer dishes 
were very fashionable. 


3 tablespoons butter or 
margarine 

4 leeks, thinly sliced (white 
part only) 

1 medium onion, thinly sliced 

5 medium potatoes, pared and 
sliced 


4 cup chicken broth 
2 teaspoons salt 
3 cups milk 
2 cups heavy cream 

Chopped chives 
Melt butter in large kettle, add 
leeks and onion, and cook until 
golden. Add potatees, chicken 
broth, and salt, Bring to a boil, re- 
duce heat, and simmer, covered, 
for thirty-five minutes, until pota- 
toes are very tender. Puree in 
electric blender or food processor, 
or rub through fine sieve. Return 
to kettle; add milk and one cup of 
cream. Bring to a, boil. Cool and 
rub through a, fine sieve. Chill. Add 
remaining cup of cream. Chill 
thoroughly. Serve in chilled bowls, 
garnished with chopped chives, 
Makes eight servings. 


ITC AMERICAN TYPEWRITER 
See EE 
WATERZOOI 
SSS 

A delicate Flemish soup made with 
freshwater fish, usually perch, pike 
and carp. 
1/4. cup butter or margarine 
1/3 cup sliced scallions 
1 carrot, pared and chopped 
1 rib celery, chopped 
1/4 cup chopped parsley 
2 pounds perch fillets, 
cutin large pieces 
2 cups dry white wine 
2 cups water 
3/4 teaspoon salt 
1/8 teaspoon white pepper 
Dash nutmeg 
1/4 cup lemon juice 
Melt butter in large kettle; add scal- 
lions, carrot, celery, and parsley. 
Cook slowly until very tender but 
not browned. Place fish over vege- 
tables; add wine, water, salt, pepper, 
and nutmeg. Bring almost to a boil, 
reduce heat and simmer very gently 
for ten minutes, just until fish flakes 
when tested with a fork. Remove fish 
to heated tureen and keep warm. 
Add lemon juice to liquid and 
boil vigorously for ten minutes, Pour 
over fish and serve with rye bread. 
Makes four servings. 
ITC GARAMOND ITALIC 
a 


XKAVIER SOUP 
Se Eee 


A cream of chickem amd! rice 
soup garmished with cubes of 
custard royale. 

1 


egg 
Dash salt 
cupground cooked chicken 
cups chicken broth, 
divided 
tablespoons butter 
or margarine 
cup chopped onion 
3 tablespoons uncooked 
long-grain rice 

1 cup cut-up cooked chicken 
1 cup cream 

Finely chopped parsley 
To prepare royale, beat egg 
with sallt fim small bowl. Addl 
ground! chickem amd 11/4-cup 
chickem brotihs mis welll amd! 
turm fimto small! shallow balimg 
pam or very small loaf pam. 
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Soak sharks fin in cold water to cov- 
er for eighthours or overnight. Drain, 
rinse, and clean well. Place in sauce- 
pan, add four cups water and ginger, 
and simmer uncovered for one hour. 
Drain and rinse. Discard ginger. 

Soak mushrooms in warm water 
for thirty minutes, Drain, trim tough 
stems, and cut mushrooms into fine 
slivers. 

Combine chicken broth, soy sauce, 
and prepared sharks fin in large 
saucepan. Bring to a boil, reduce 
heat, and simmer uncovered for thir- 
ty minutes, Add chicken and mush- 
rooms. Dissolve cornstarch in cold 
water and stir into soup. Cook, stir- 
ring constantly, until soup thickens 
slightly and comes to a boil. Add 
ham and simmer five minutes. 
Makes six servings. 


ITC CHELTENHAM ITALIC 


Place fim larger pam of hot water 
and bake fim 350° F. ovem umtil set, 
abomt twemty minutes. Turm out 
of pam amd! cut fimto timy cubes. 

While royale is baking, melt 
butter in large saucepam. Add 
onion and! cook umtil temder. 
Add rice and remaining 3 cups 
of clhickem broth, cover, amd 
simoner thirty to forty minutes, 
until rice is very temder. Addl 
cut-up chickem, amd! puree fim 
electric blemder or food mill. 
Return to saucepam, amd 
cream, andl heat. Serve gare 
nmished! with royale cubes andl 
chopped parsley. Makes four 
servings. 

ITC SOUVENIR BOLD WITH OUTLINE 
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ZUPPA INGLESE 
ee 
After Lord Nelson saved Naples 
from Napoleon, the grateful Nea- 
politans created not a soup in his 
honor, but this Italian dessert, 
reminiscent of a trifle, and named 
it “English Soup.” 

1/2 cup sugar 
1/4 cup cornstarch 
1/8 teaspoon salt 
2-1/4 cups milk 
eggs yolks 
tablespoon butter or 
‘margarine 
teaspoon vanilla 
teaspoon grated lemon 
rind 
1/4 cup finely chopped candied 
Sruit 
1/4 cup chopped blanched 
almonds 
2 8-inch spongecake layers 
1/2 cup dark rum 
1 cup heavy cream, whipped with 
1 tablespoon sugar and 
1 teaspoon vanilla 


To make pastry cream, mix sugar;- 
cornstarch, and salt in heavy 
saucepan. Stir in milk. Cook over 
moderate heat, stirring constantly, 
until mixture thickens and comes 
to a boil. Beat egg yolks in small 
bowl; stir in a little of hot mixture. 
Stir warmed egg yolks into remain- 
ing mixture in saucepan and stir 
over low heat for two or three min- 
utes. Remove from heat and stir in 
butter, vanilla, lemon rind, fruit, and 
almonds. Cool completely. 

Split cake layers to make four thin 


YU CHI TONG 


Sharks fin soup, a Chinese delicacy. 


layers. Place one layer on servi 
1/4 pound sharks’ fin labs and sprinkle with two table: 
2 slices fresh ginger spoons rum, then spread with a third 
4dried Chinese mushrooms of pastry cream. Top with second 
4 cups chicken broth cake layer, sprinkle with two table- 
1 teaspoon soy sauce spoons rum, and spread with another 
1 whole chicken breast, third of pastry cream. Repeat, then 
boned, skinned and cut end with last cake layer and sprinkle 
into very fine shreds with final two tablespoons rum. 
2tablespoons cornstarch Frost cake with whipped cream, and 
1/4 cup cold water chill at least three or four hours. 
1/2 cup finely slivered Makes twelve servings. 
Smithfield ham . ITC ZAPF BOOK ITALIC 
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A WEIGHTY PROBLEM OF 
IMMEASURABLE CONSEQUENC 
BY JEROME SNYDER 


AA 


RAQUEL WELCH’S MEASUREMENTS 


BUST: 37 inches 
939.90 millimeters 
93.98 centimeters 
-9398 meters 
WAIST: 22-1/2 inches 
871.4 millimeters 
87.14 centimeters 
-5'714 meters 
HIPS: 35-1/2 inches 
(2S 
901.60 millimeters 
90.16 centimeters 
-9016 meters 
HEIGHT: 5 feet 6 inches 
Phase ceri Nese st Stat) 
1676.40 millimeters 


167.64 centimeters 
1.6764 meters 
.0016764 kilometers 


THIS ARTICLE WAS SET IN AMERICAN TYPEWRITE 


( 


( 
Y 


ges > a 
=—S 


By this time most everybody should be 
aware that the metric system is in the 
offing for this country. Before you know 
it, the grating neologism “metrication”’ 
will be more ubiquitous than “hope- 
fully’ Bluntly put, metrication means 
that our traditional weights and meas- 
ures are to be converted to the metric 
system. Yet you can’t change over from 
one established system of measurement 
to another, no matter how good, without 
inflicting a lot of strain, and downright 
unfairly distributed hardship. While 

we have no desire to get caught in the 
crossfire of the big debate, we do want 
to bring up some aspects of the impend- 
ing changeover that seem to have been 
overlooked in the heat of argument. If 
and when the metric system should 
come to pass, we were wondering just 
how it would work on the vernacular 
and the spectacular. 

The following samples will give you 
an idea of our concern. Suppose we 
start off with the spectacular — and 
how’s Raquel Welch for starters? For 
this demonstration, we went out and 
got her measurements from a journal- 
ist who deals in that sort of eye-rolling 
statistic just to show what would happen 
to the 5 ft. 6 in., 118-Ib. curvaceous Ms. 
Welch’s 37-22-1/2-35-1/2 in the unfeel- 
ing hands of the metric monster. How 
does a seductive 959.90mm-5714mm- 
901.60mm grab you? Now, while you're 
mulling that over, suppose you wanted 
to tell the 167.640cm and 55612.164g 
(for grams ) Raquel that you love her 
a bushel and a peck (from the song 
of the same name ). How far do you 
think you'd get with “I love you .036 
and .009 cubic meters”? So much for 
lovemaking. If you take such things 
with “a grain of salt)’ would taking them 
with .0000648 kilograms make life any 
easier? Or if you’re not about to touch 

‘that’ with a proverbial ‘‘10-foot pole”’ 
you'll have to keep ’em off with a 
5048.0 millimeter job. 

Remember when smokers used to 
“Walk a Mile for a Camel’? Can you imag- 
ine a headline: “I’d Walk 1,609 Meters 
or 1,609,000 Millimeters for a Camel?’ 
As a side note: that would have to be 
1,340.083 of the new 120mm puffers 
laid end to end. Metrically speaking, 
that’s the way the ball’s going to bounce. 

Before ending our little trip into 
metricalia, let us drop off a table of 
converted expressions. They won't 
solve all your communication problems, 
nor get you speaking in iambic pentam- 
eter. For the nonce, however, they 
may keep you from getting caught with 
your millimeters down. 


Gg 


I'dwalka mile for a Camel 


1.069 kilometers 
1,609 meters 
160,900 centimeters 
1,609,000 millimeters 
Or 1,540.083 120-millimeter cigarettes laid end to end 


and a peck 


I love you a bushel 
GES 
.009 cubic meters 


Gs 
.036 cubic meters 


Give someone an inch and he’ll take a foot 
[aud La) 


25.4 millimeters 304.8 millimeters 
2.54 centimeters 30.48 centimeters 
.0254 meters .3048 meters 
Every mile is two in winter 
1.609 kilometers 3.218 kilometers 
1,609 meters 3,218 meters 
160,900 centimeters 321,800 centimeters 


1,609,000 millimeters 3,218,000 millimeters 


\ 
\otat 


I wouldn’t touch him with a 10-foot pole 


35.048 meters 
304.8 centimeters 
3,048 millimeters 


Ay, every inch a King 
§.4 millimeters 

2.54 centimeters 

.0254 meters 


He would not budge an inch 
25.4 millimeters 
2.54 centimeters 
.0254 meters 


There was a crooked man, 
and he walked a crooked mile 


1.609 kilometers 
1,609 meters 

160,900 centimeters 
1,609,000 millimeters 


me: ae 
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O11 1800 


VP 


and Q’s 
El 
.946 liters 
946 milliliters 


Mind your P's 
Li 


.473 liters 
473 milliliters 


Within an inch of one’s life 
25.4 millimeters 
2.54 centimeters 
.025 meters 
-00025 kilometers 


Oh,a trouble’s a ton, or a trouble’s an ounce 


.907 metrictons 28.349 grams 
2,834.9 centigrams 
28,349 milligrams 
Take that with a grain of salt 
area 
0.0648 grams 
6.4800 milligrams 
64.800 centigrams 
.0000648 kilograms 
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The Johnston Flood:an 
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Webster defines sui generis from the Latin as: “Of his, her, or its 
own kind; unique; peculiar; ina class by itself.” 

The definition is particularly appropriate to the work of Edward 
Johnston. Perhaps no other artisan was more responsible for the resur- 
gent interest in calligraphy and penmanship and for “illuminating” the 
worlds of lettering and writing with his vast insight into the construction 
of letterforms and his detailed exposition of the theory and develop- 
ment of illustration. In essence, his setting down the innumerable 

practicalapplications of lettering and theessentials of form and spacing 
opened the way toall and made the study of lettercraft not only absorb- 
ing but imperative. 

Of all the arts, writing perhaps shows most clearly the formative 
force of the instruments used. It is of interest to note that no one ever 
“invented” a form of script: the forms used have, from the beginning, 
formed themselves by a continuous process of development. 

As Johnston invariably made clear, the curious assemblages of 
wedge-shaped indentations which make up Assyrian writing area 
direct outcome of the clay tablet and the stylus used to imprint those 
indentations on it. The forms of Chinese characters were made by 
quickly representing with a brush earlier pictorial signs. And the Roman 
characters, which are our letters today —though their earlier forms 
have only come down to us cut in stone— must have been formed by 
incessant practice with a flat stiff brush or its equivalent. As Johnston 
points out, most of the great monumental inscriptions were designed 
on scene by a master scribe and only cut in by the mason —the cutting 
being merely a fixing of the writing, intended for later completion by 
painting. 

The “Rustic letters” found in stone inscriptions of the fourth century 
are still more obviously cursive, and the ordinary “lower case” type 
with which this page is printed is, in its turn, a simplified cursive form 
of the capital letters — with the italic a still more swiftly written hand 
which comes near to the standard for everyday writing. 

Edward Johnston was so prolific in defining his methods of con- 
struction and arrangement of good lettering that we may best profit 
by examining what he terms “The Development of the Formal Book 
Hands from the Roman Capital and the General Development of the 
Illustrated Ms.” from the second century A.D. chronologically forward. 

The marvelous effect of the coloring, unfortunately, cannot be given 
here, but the superb notes accompanying each illustration should go 
along way toward “illuminating” them. 
' According to Edward Johnston: 

“In the making of the Written Book, the adjustment of letter to letter, 
of word to word, of picture to text, and of text to picture, and of the whole 
to the subject matter and to the page, admits of great nicety and per- 

fection. The type is fluid, and the letters and words, picture, text, and 
page are conceived of as one on one identical page and with a view to 
one identical effect. 

“In the Printed Book, this adjustment is more difficult, yet must 
be made. 

“The whole duty of Typography, as of Calligraphy, is to communi- 
cate to the imagination, without loss by the way, the thought or image 
intended to be communicated by the author. 

“And the whole duty of beautiful typography is not to substitute for 
the beauty or interest of the thing thought and intended to be conveyed 
by the symbol, a beauty or interest of its own but, on the one hand, to 
win access for that communication by the clearness and beauty of the 
vehicle and, on the other hand, to take advantage of every pause or 
stage in that communication to interpose some characteristic and 

restful beauty in its own art.” 

That was written in 1902. The words remain equally relevant and 

significant today. 


outpouring 
of material 
by a master 
craftsman 


large heading; and (3) the im- 
portance of beginnings generally 
(there is very often a marked 
difference between the upper 
lines containing important words 
and the rest of the inscription). 


MAEINCOSVBIMOELT 
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in the field of fmox 


calligraphy 


BY JACK ANSON FINKE 


Portion of Inscription on Base of 


Trajan Column, Rome, a.p. 114. 

The stone (within the internal 
line of the moulding): 3 feet 9 
inches high, and 9 feet 3/4 
inches long. 

The borders show the lettering 
practically filling the panel, with 
the surrounding moulding ap- 
proximately 4 inches wide. 

The letters steadily diminish 
in height The first two lines are 
4-1/2 inches high, the second two 
4-3/8 inches high, the fifth line is 
4-1/8 inches high, and the bottom 
line is 3-7/8 inches high. 

The words are separated by 
triangular points. 

The spaces (between the lines) 
decrease from 3 inches to 2-3/4 
inches. A decrease in the height 
of the letters from the top to the 
foot line is common in early 

inscriptions. There were several 
reasons for this: (1) the require- 
ment (sometimes) that the 
beginning words, being farther 
from the onlooker, be larger; 

(2) the architectural beauty of a 


h 


or Fifth Century 

The letters were simple-written 
(slanted-pen) “Roman square 
capitals.” , 

The words in early mss. were 
not separated. 

The lines were ruled witha 
hard point. The letters appear to 
be written between every alter 
nate pair, but slightly over the 
line. A very handsome writing 
which was used for special mss. 


Half-Uncial (Irish), Seventh- 
Century “Book of Kells” (Latin 
Gospels) 

The writing was beautiful and 
highly finished with an approxi- 
mately straight pen. Half-uncial, 
tending to omamental and fanci 
ful forms whenever opportunity 
offered (note the treatment of 
inde). 

The arrangement provided for 
long and short lines, with wide 
spacing. 

The letters combine extreme 
gracefulness with an unusual 
appearance of strength. The 
extreme roundness of the letters 
is contributed to by their being 
written between double lines, 
the upper line of which tends to 

flatten the tops. 

The illumination throughout 
the book is most elaborate and 
beautiful The colors were “paled 
green, red, violet, and yellow, 
intense black and white, but 
no gold.” 

This notable book may be taker 
as an outstanding example of 
the marvelous possibilities of 
penwork and complex coloring. 


VANUS Riva PUERO RUM. 
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English Tenth-Century Writing 

The writing is an extremely C 
good, formal, slanted-pen writing, 
having great freedom (note the 
very slight slope forward) and 
simplicity. This type of letter may 
be regarded as a link between 
the “Half-uncial” and the 

“Roman small letter.” 

The letters show very strongly 
the effects of the slanted pen. 
Note particularly the junctions 
and accidental crossings of the 
strokes as bearing on the mode of 
construction, as well as the 
particularly fine shape of the 
ampersand. 

The illumination has all the 
capitals beginning the verses in 
raised and burnished gold. The 
titles are in red in fancy “Rustic 
capitals.’ The line-fillings consist 
of unusual groups of red dots 
in threes. 

This extremely legible ms. 
would form an almost perfect 
model fora modem formal hand 
(s merely being substituted for 
long f, the straight t for the curved 
c, and the e tongue removed). 


C | 
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Iuminated Initial in a Flemish 
Ms. A.D. 1148 

The writing in this Latin Bible 
is a not very legible “Gothic.” The 
zigzag tendency exhibited, espe- 
cially by the word niniuen 
(Niniveh), second line, is unsuited 
Jforsuch formal writing. The rapid 
placing of the heads of the letters 
is such that they appear broken 
and partly detached from the 
stems. 
The versals are of a good type. 
The initial isa monogrammatic 


é iotifngquarpettsichsafumpat T: Note how the jaws of the fish 

t (Cendearmonim ee 1 holding Jonah sib eae 

& - festa x an w compactly all the parts 

& or sand Mepdamue ee are put together—right to the 

| pce apna alec a extension of the background to 

2 fabufonfSurgentamemsotis-cepr hold the fish's tail 

e: qe Sed dAtdeara ' The colors are multiple: red, 
onifmes die-que poft qua dies —— black, gold, paled green, white, 
funnact-ficucmefanme-Etéam: and paled blue. 

bg gtoatitc-cplo recepenfefeiibetichce pe arrangement of the letters 

ys themselves is very simple. 
Italian (First Half of) We may not, to my view, attempt 


Twelfth-Century Writing 

The writing has all the quali- 
ties of good writing toa marked 
degree and I consider it, taken 
all around, the most perfect and 
satisfactory penmanship which 
Ihave ever seen. Its simplicity 
and distinctiveness are very 
evident; so also are its character 
and freedom. There is an almost 
entire absence of artificial finish 
—the terminals being natural 
hooks, beaks, and “feet” made 
with a fine sleight of hand —and 
its very great beauty of form is 
the natural outcome of good 
traditions and eminently satis- 
factory craftsmanship. 

The illumination shows the 
large “illuminated initials” in 
the book in yellow, blue, and red, 
and appears to me to be compara- 
tively poor—at least, to fall short 
of the poueeion of the ms. itself. 

Of this writing, in his “Greek 
and Latin Palaeography,” 
Edward Thompson says: 

“The sense of grace of form 
which we perceive in this 
Lombardic writing of Italy is 
maintained in that country in 
the later writing of the new 
minuscule type, which assumes 
under the pens of the most expert 
Italian scribes a very beautiful 
and round even style. This style, 
though peculiarly Italian, ex- 
tended its influence abroad, 
especially to the south of France, 
and became the model of Spanish 
writing in the days to come.” 


to imitate the complex twelfth- 
century decoration of this initial, 
but the treatment of the elements 
of form and color is very sug- 
gestive —and the whole piece of 
lettering is characteristic of the 
grand style in which a book of 
that time was begun. 


Thirteenth-Century Line- 
Finishings: Penwork 

The line-finishings, of which 
there are many throughout the 
book, all in red or blue penwork, 
are very varied. Nine kinds are 


shown in this plate (which repre- 
sents only a quarter of a page). 
The directions of the thick and 


. thin strokes indicate a pen held 


ata right angle to its usual posi- 
tion (almost “upside down,” in 


| 
iV | fact), and the penmanship exhib- 


its great speed and lightness of 


_ hand —the rapidity and skill 
_ being indeed quite remarkable 
| (note the lion in the eighth line). 


The more complex decoration 


| (not shown in the plate) in this 
ms. is inferior to the penmanship. 


The small background capitals 


| with which the verses begin — 


presumably put in by a different 

hand —are more pretentious, and 

do not match the line-finishings. 
Note that, though the writing 


occasionally runs into the margin, duction in the fifteenth century. 
the line-finishings stop at the 
marginal line. 


Italian Fourteenth-Century Ms. 

The illuminationshows decora- 
tive borders that are much more 
naturalistic in form and coloring 
than any other old illumination 
that I have seen. 

The foliage is a delicate green, 
the berries are dark purple, the 
single fruits plain and pale 
orange-red; the two beetles in 
crimson and brown are made 
darker and too prominent in the 
photograph. The bands of small 
“Lombardic capitals” are in bur- 
nished gold. 

Note how skillfully and 
naturally the upper corners of the 
border are managed, and also 
the beautiful way in which 
branches run into and within 
the 
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French Fifteenth-Century Writ- 
ing, with Illuminated Borders. 
Ex Libris Edward Johnston 

The writing is a late formal 

“Gothic” —the thin strokes have 
evidently been added. The written 
capitals are blotted with yellow. 


ie 
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The illuminated inital Q is in 
blue, white-lined, on a gold 
ground, containing a blue flower 
and five omaments in “lake.” 

_ The line-fillings are in blue and 
“lake,” separated by a gold circle, 
triangle, or lozenge. 

The filigree illumination 
springs from the initial in the 
narrow margin, and from a center 
omamentin the wide side margin. 
The border on the recto of the 
vellum leaf shows through on the 
verso or back of the leaf. The 
main lines of the first border, 
however, are freely traced and 

Jollowed on the verso (and so 
nearly hidden) by the second 
border. This is suggestive of the 
more rapid methods of book pro- 


much thin line (running u, 
obliquely), the upper and lower 
parts of the letters not being flat 
enough. Also, the tail of the g is 
inadequate, and the lines of 
writing are too near together, 

The writing is readable, however, 
and fairly regular. 

The capitals are “Uncials” and 
occasional “Romans.” 

The rubric (“Then shall be said 
or sung") is in red, fitted in beside 
the round initialand marking the 
top left-hand comer of the page. 

The word “GLORY” (and dec- 
oration) —and also the F and T, 
showing on the recto page —are 
in raised burnished gold which, 
it will be seen, has cracked con- 
siderably in the G. 

The staves are in red, the notes 
above GLORY in raised gold, 
those in the lower stave, black. 

The book was of a special 
nature, being intended for use in 
a certain church (Holy Trinity 
Church, Hastings) and on certain 
special festivals; hence, a con- _ 
siderable degree of omament and 
a generally decorative treatment 
was permitted. . 


1 5 If nec Jaffima macia mater 
| dex &cmiferrcondie. Amen. 
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The writing is very clear slightly Gs 
slanted-pen.“Roman” 

The capitals are quite simple 
and plain, made in (A)NIMA 
CHRISTI (and in text) in black 
with the text pen. Note the long, 
waved serifs. 

The initial A, its frame, the ; 

frame of the border and the The Story of Aucassin and 
“furred” berries are allin bur. Nicolette, Written and Mlumin- 
nished gold, outlined black.The ated in 1898 
“white vine pattern” is rather The writing is very legible, 
simpler and has a rather thicker rather“Gothic-Roman. 
stalk (in proportion) than others The capitals are illuminated 
of similar design. The overall throughout the text in gold on 
pattern —save one escaped leaf— blue and red grounds. The back- 
is straitly confined, by gold bars, grounds are square, with edges 
throughout the length of the text, pointed or indented, outlined 
but at the ends it is branched out black, and lined inside white. 
and beautifully flourished inthe _ The initial n is in gold on blue; 
free margins above and below. | the moon and stars are in white 

my and gold. 

The line-finishings, mostly in 
black penwork, consist of little 
groups of flowers. Sprays from 
the border separate the “Song” 
from the “Tale.” 

The music: Staves, black; Clefs, 
gold; Notes, red. 

The borders frame the text, 
nearly filling the margins. 

The wholeeffect is very brilliant 
and charming. The freedom and 
naturalness of the “design” re- 
Johnston, 1902 mind one of a country hedgerow 

The writing —after a tenth- and show that vital beauty which 
century model—has the fault, if is the essence of all true 
Isay so myself, of showing too illumination. 


THIS ARTICLE WAS SET IN ITC BOOKMAN ITALIC 
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“Communion Service,’ Written 
and Illuminated by Edward 
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most authority on “Writing and Edward Johnston changed 
Illuminating and Lettering”— all that and, alone, is responsi- 
his masterwork—whichwas the _ ble for the resurgence of interest 
vade mecumofallaspirantsto inthecalligraphic arts. Using 
those selective arts. Wherever 
letterforms are shown today, 

we owe it largely to Johnston 
that in them there is little to of- 
Jendand much to delight the eye. 

When, in 1897, Johnston aban- 

doned a medical career to dedi- 
cate himself to the study and 
practice of writing and lettering, 
the tradition of good lettering 
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Today, very few people are 

familiar with the name Edward 
Johnston. Yet in England, at the 
turn of the century, he was uni- 
versally acclaimed as the fore- 
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OW the Philistines gathered together” 
their armies to battle, and they were 
gathered together at Socoh, which be- 
Longeth to Judah, and pitched beoween 
Socohan)Azekah,in Ephes-dammim . 
And Saul and the men of Isracl were- 
gathered together, and pitched in the vale 
of Elah, and set the battle in array against 
the Philistines. And the Philistines- 
Stood on the mountain on the one side, 
and Israel stood on the mountain on the 
otherside : and there was a valley between. 
them. And there went out a champion 
out of the camp of the Philistines,named 
Goliathof Gath. whose height was six. 
cubits and a span. Aadheha anheoet 


had descended in complex form 

Jrom the stone-cutting of 
Imperial Rome, having been vir- 
tually moribund for a century 
before. Butif men still knew how 
to incise letters, how to paint 
them, and how to dress themin 
print, they had forgotten utterly 
how to write them. 
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of brass upon his head,and he was clad 
with a coat of mail ; and the weight of 
the coat was five thousand shekels of 
brass. And he had greaves of brass up- 
on his legs, anda javelin A nop bas bene 
his shoulders. And the stafFof his spear 
was like a weavers beam; and his spears 
head weighed six hundred shekels of iron: 
and his shicld-bearer went before him. 
Atnd he stood and cried unto the armies 
of Israel ,and said unto them, hy are 
ye come out to set your battle in array ? 
am not La Philistine, and ye servants to 
Saul? choose you aman for-y ouandlet 
him come downto me. If heve able to 
fight with me, and kill me, then will we be 


sponon pilstrimaces. 


i, Jig Ny oe ee 1S A Daal eC 
Rin soon os ut alah 1 Se 
comm Tiga Ea ak 

i taae hey i380 Soe ot hunters er Bic bane 
mi “a ay een re mpc 
soko eae 

ache ile thd Book. 
ae Sadan ear 897} v. 


‘Sat id _ sou nt, fe ca ares 
sane 
ee nh ere ee 
ae 


aise 
ebie § eon ip ie) 
eooata hn Cote 


coueip ren Rasta 
ae 


ol pe nic bie open ye. 
= " or in es: 


"FLO inmiast, ultimate 
| Council of choos Cae of decrees, 
\ Where the hi ah senseshold their spiritual state, 
- Sued by earth's embassies 
Andsign.s Approve, accept conceive,create ; 
Create— thy senses close 
With the worlds ple Sp pleas. The random odours reach 
Theirsweemess int the place Rect E Nee: 
Upon Pci tongue the peac <p 
Andin reathes the breathing ms, 
To pices secluded one, 
The dark vibrations of the sightless skies, 
Levene | Tun; 


Ostia fccp health: thesun. 


Music, all chumbhath tod 
asta epee effectual way ur 
y nod, 


Whar thowawaitest the appeal of God. 


Pc aratiott mafic mits 
impediments, Luc is not Lue 
Which alters worn ttalteration tints. 
sar tenis eth ct emoucr cor : 
£ no, iCis.an cucrtind) marke 
Hes Ont seeoate 
an its i far wants een at 
Sones aha 
lg es come, 
ueaders nor Grace fin Reranch. 
Sees 
crroy.and spon me jo 
7 neuer ran aeniani ny 


your servants: but if L prevail against him, 
amdkill him, then shall ye be ourservants, 
and serve us. And the Philistine said, is 

DEFY THE ARMIES OF JSRAEL THIS 
DAY: GIVE ME A MAN, THAT WE MAY 
FIGHT TOGETHER. . And -when Saul. 
“and.all Israel heard those »words of the 
Philistine, they were dismayed and greatly 
afraid. —4¢ —4+ —+2 1 —39 + 

Ov]) avid was the son of that Ephrathite 

of Beth-tehem-judah, whose name was 
Jesse; and he had eight sons:ard the man 
was an old man in the days of Saul, stricken 
inyyents among men. And the threceldest- 
sons of Jesse had gone after Saul to the~ 
battle: and the names of his three sons 
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as his source the Winchester such phenomenal sleight of 
writing of the 10th century, hand as well as that “funda- 
Johnston modelled the “founda- mental brain work” which so \ 
tion hand” which was for years unerring a critic as Stanley 

the staple of good writing. He = Morrison judged to be the basis 
exploited with utmost verve and of all creative art. 

audacity the whole resources When Johnston died in 1944, 
of the Latin alphabet —each he left a legacy of incomparable 
script issuing unimpaired in tours de force —the several ex- 
its structural integrity, yet amples shown here, we're sure 
stamped indelibly with his you'll agree, comparing favor- 
highly personal character. Itis ably for sheer beauty with the 
doubtful if any scribe, before or calligraphic masterpieces of 
since, has been endowed with _ the Chinese. 


that went to the battle were Eliab the first- 
born,and nextuntohim Abinadakand the 
third Shammah. And Davidwas the youns- 
est:and the three eldest followadSaul. Now 
David went to and fro fiom Saul tofecd his 

father's sheep at Beth-lchem. Andthe Philis- 
tine drew near morning and evening,and 


presented himself forty days. —y —+ 
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HIS SON, Take now for thy brethren an 
ephah of this parched corn, and these ten 
loaves, andcary them quickly tothe camp 
to thy brethren ; and bring these ten cheeses 
unto the captain of their thousand, and 
look how thy brethren fare,and take their 
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om ty Aka 3 


T shall not want. 
He maketh ne tolie down 
in asturrs : 
He (oral me beside 
the'still waters. ‘ts 
He restoreth my soul : oF 


pledge .Now Saul,and they, andatl theme 
of Istael,»were in the vale of Elah fighting 
with the Philistines. And David rose u 

carly in the morning, and Left the Sheep 
with a keeper; and took, and went,as Jesse 
had commanded him; andhe came to the 
place of the wagons, as the host which was 
going forth to the fight shouted for the 

battle. And Israel and the Phitistines put 
the battle in array, army against army. 

And David left his baggage in the hand of 
the Reeperof the bagaage, and ran to the 
Army,and came:and saluted his brethren. 
Andas he talked with them, behold, there 
came up the champion, the Philistine of 
Gath Gpliathby name, out of the ranks of 


thou art with me: 
rod and thy staff. 


comfort me. 


Thou prepaest a table before me 


— inthe presence of mine enemies: 


Thou hast anointed myhead 
with oil; my cup runneth over: 


the Philistines, and spake according to the 
same words; and David heard them. And 
all the men of Israel when they saw the 
man, fled from him,andwere sore afraid. 
And the menof Israel said, Have ye seen 
this man that is come up? surely to defy 
Israel ishe come up: anditshall be,that . 
the man who killeth him,the king will en- 
tich him with qieat riches, and will give 
him his daughter; and make his fathers 
house free in Israel. And David spake to 
the men that stood by him, sqying, What 
shall be done tothe man that killeth 
this Philistine, and taketh away the re- 
proach from Israel? for who is this un- 
circumcised Philistine, that he should 
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OUR fathers had the taberna- 
de of the testi in the wil— 
deRness, even as he appointedwho 
spake unto (Moses, that he— 
should make it according tothe 
figure that hehadseen..CUhich 
alsoour fathers,in their turnn_, 
brought in with Joshua when_, 
they entered onthe possession of 
the nations, which God thrust- 
out before the face of ourfathers 


defy the armies of the living God? And 
the people answered him after this man- 
ner, saying, So shall it be done to the 
man that killeth him. AndEliab his 
eldest brother heardwhen he Spake unto 
the men;and Eliabs anger was kindled 
Against David, andhe said, Why art thou 
come down? and with whom hast thou 
Left those few sheep in the wilderness? 1 
know thy pride, and the naughtiness of 
thine heart ; for thou art come down that 
thou mightest see the battle. AndDavid 
said, What have L nowdone? Is there nor 
acause? And he turned away from him 
toward another, and spake after the same 
manner: and the people answered him again 
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unto the of Oavid;whofound 
favour in the sight of God,amdas- 
ked tofind a habitation for the- 
God ofJacob, But Solomon built 

him a house. Dowbeit the Most 
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~ Dignus es, Domine Deus noster,acci- 
pete gloriam,et honorem.et-virtutem: 
ia tu creasti omnia ,et propter vo- 
luntatem tuam erant. et creata sunt: 


“Xnd Isaw inthe right hand of 


him that sat on the throne-a 
book written within and onthe 
back, close sealed with seven 
seals. AndI sawa strong angel 
proclaiming witha great voice, 


Whois worthy to open the book, 


and toloose the seals thereof ? 
Axnd no one in the heaven.or on. 


» 


cath , ee meh ene ee 


the earth orunder the eth, 
was able toopen the book or to 
Look thereon. And [wept much, 
because no one was found wor- 
thy toopenthe book ortolook 
thereonand one of the edders- 
saith unto meNveepnot:behold, 
the Lion thatis of the tribe of 
Judah, the Root of David hath 
overcome, toopen the book. and 
the seven seals thereof. AndI 
saw inthe midst of the throne 


ta 


and ot thefourliving creatures, 
and inthe midst of the elders.a 
Lamb standing,as though it- 
had been slain having sevenhorns, 
and seven eyes, which are the se- 
ven Spirits of God, sent forthin- 
toall the earth. And he came; 
and he taketh it out of the tight 
hand of him that satonthe throne. 
And whenhe hadtaken the book, 
the four living creatures and the 
four and pwenty elders fell down 


before theLambhaving eachone 
aharp, and golden bowls full of 
incense which are the prayers of 
the saints. And sea anoy 
Song, saying , Dignus es, Domine, 
accipere Librum.et aperire signacula 
ejus: quoniam occisus es,et redemis- 
tinos Deo in sanguine tuo ex omni 
tribu,ct Lingua,ct populo, et natione: 
et fecisti nos Deo nostro reqnumt 


; sacerdotes : ct regnabimus super~’ 
terram. « x SEDENTI IN THRONO, 


et Agno, benedictioet honor, et gloria, et 
potestas, in saecula saeculorum_. 
Pe R ‘Amen 
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Memo To: Creative Director 
From: Copy Department 


Your problem is solved. 

After night-and-day total commitment, 
our best creative brains have come up with 
a truly creative sales-oriented solution for’ 
the TV commercial for our new client, 

Love Nest Lipsticks. 

I think you'll agree the attached out- 
line. has all the elements for an imaginative 
relevant, image-provoking commercial that 
will do much to make Love Nest a house- 
hold word on the lips of America. 

Incidentally, I see no reason for drag- 
ging Art Department into this. As you 
know, those fellows down there tend to’ 
think in visual terms alone, and we want 
the words to carry this. | 

Speaking of words, we’re really 
gung-ho on our slogan, “Love Nest.. .the 
lipstick men don’t mind wearing.” I think 
the Youth Market will quickly latch onto 
this and make it the “Would you believe...?” 
phrase of 76. 

Let me knowthe moment you agree that. 
this is the way to go with Love Nest and we’ll 
get right to work on the storyboard script. 


d - st 
A. Schulman 
VP/Group Supervisor/ 


Associate Creative Director | 
L 
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Meme A: Copy Department, A. Schulman 
my } 

Pvom: Creative Director 


I have just gone over your proposed TV outline 
for Love Nest Lipsticks, and I think you may 
have the nucleus here for a really good 
commercial. 


With the following changes, we should be able 
to get a preliminary script and still save some 
of the ideas you already have. 


(1) Man getting off airplane: 

Budgetary considerations aside, this unfortu- 
nate limited approach is in direct conflict with 
our bus lines account. Couldn’t the man 
arrive by bus? 


(2) Casting: 

Why a man? Special Projects Research Depart- 
ment has shown in its recent in-depth nation- 
wide survey that Love Nest Lipsticks appeal 
largely to women. Switch the man to a woman 
and you’re right on target. Think about this. 


(3) The chauffeured limousine: 

It’s clear why you've chosen to go with 4 Rolls, 
but I think you’ve overlooked the fact: that our 
client is eager to appeal to the viable mass 
consumer. | agree that someone in the cast 
should be black, but not the chauffeur. 


(4) Rock Choral Group/Orchestra: 
Okay, if budget allows. 


(5) Sponsor Message: 

This needs work. Have Production show you 
the print ad I’ve been working on. Let’s take 
our commercial message from that and keep 
everything uniform. 


With tightening, the rest is all right. Regarding 
your views about-Art Department’s participation: 
it’s the ‘now’ view (as well as my own) that Art 
and Copy work far better together than sepa- 
rately. After you’ve made the necessary changes, 
] suggest you get together and rap with them 
for their visual improvements. 


When can I have the completed storyboard? 


Gordon Gossett 

Sr VP in charge Creative Operations/ 
Account Group Head/Member of Exec. 
Comm. and Director 
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Memo I , 
Ueme -Ao. Copy Department, A. Schulman 


Ge a 
3 ye gn. Creative Director 


I hope this reaches you before you went ahead 
with the storyboard script for Love Nest 
Lipsticks. 

Small problem. Production and Budget Coordi- 


nation have just informed me that the com- 
mercial as it now stands is out of the question. 


See what you can do about restructuring the 
storyboard within a cost-plus maximum of 
$10,000. 


Gordon Gossett 

Sr VP in charge Creative Operations/ 
Account Group Head/Member of Exec. 
Comm. and Director 


COPY 


Memo To: Creative Director 
From: Copy Department, 


Attached is the revised $10,000 story- 
board for Love Nest Lipsticks. 


/ 


ec : ee 


A. Schulman 
VP/Group Supervisor/ 
Associate Creative Director 


GORY 


Memo To: Production, Ray D’Ivry 
From: Copy Department 


I have just heard from Creative that 
Wwe have to pare down expenses for the 
Love Nest Lipsticks commercial. 

Question is: Can we do the same story- 
board for $10,000 or under without 
changing and ruining this great idea? Your 
usual long-winded rationale isn’t necessary 
in this case. A simple ‘yes’ or ‘no’ will do. 


eg 


A. Schulman 
VP/Group Supervisor/ 
Associate Creative Director 
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TITLE: “CLINCH” 
SPONSOR: LOVE NEST LIPSTICKS, 20 
SECONDS TV 


ATTRACTIVE YOUNG BLACK COUPLE 
EMBRACING IN LIMBO. 


AUDIO 
MUSIC: ORGAN IN AND UNDER. 


VIDEO 
SHE REMOVING HANDKERCHIEF 
AND DABBING IT OVER. HIS LIPS. 
AUDIO 
MAN (grinning ) 
Baby... I don’t mind the least bit: 


SUPER LOVE NEST PACKAGE: 
AUDIO 
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ECU NEW ANGLE, AS THEY MOVE APART— 


AUDIO 
GIRL (seductively) Do you mind,..? 


AS THEY GO INTO SECOND CLINCH 


AUDIO 
VOICE OVER (big ) 
LOVE NEST. ..the lipstick men don’t 
: mind wearing! 


DE 
HOLD CAMEO TO FULL 20-SECOND FINISH 


AUDIO 
MUSIC SWELLS TO CLIMAX. 


eZ 


THIS ARTICLE WAS SET IN AMERICAN TYPEWRITER 
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JEROME SNYDER 


Burke & Hare 


G.B. Shaw, a man for all opinions, 
once offered the thought that “Lack 
of money, not money, is the root of 
all evil? Old G.B.couldn’t have found 
a better confirmation of his waggish 
wisdom than in the doings of the 
famous miscreants, William Burke & 
William Hare. 

The story starts in Ireland around 
1817 when the twenty-five-year-old 
Burke skipped off to Scotland, leav- 
ing his wife and children behind. 
After working on the Union Canal 
between Glasgow and Edinburgh, he 
eventually became a cobbler anda 
seller of old shoes. In 1827, Burke 
met William.Hare while they both 
were living in a cheerless lodging 
house. Thetwo men and their respec- 
tive lady friends became a close 
foursome. One day another lodger 
died, leaving behind a £4 debt owed 
to Hare. With no chance of getting 
£4 back from the stiffening boarder, 
the two Williams hit upon the ingen- 
ious idea of selling the corpse to the 
famous.anatomist, Dr. Robert Knox, 
who lived, appropriately enough, in 
Surgeon’s Square. The going price 
for a slightly cold cadaver was £10s. 
and no questions asked. Burke & 
Hare, in continual need of money, 
quickly learned their first lesson in 
political economy. Demand must 
create supply. With this little bit o’ 
luck, the two malefactors set up a 
real coming and going business. 
Rather than wait for the grim reaper 


ae 


SS 


to take his natural drawn-out way 
Burke & Hare decided to speed 
things up. Their method was simple: 
(1) Decoy a traveller; (2) ply him or 
her with drink; (3) suffocate the 
besotted victim. In the pursuit of the 
coin of the realm, Burke & Hare 
knocked off some fifteen people, 
included among whom were: Joe the 
miller; old woman from Gilmerton; 
Mary Paterson, a well-known pros- 
titute; a “cinder woman”; an Irish- 
woman and her deaf-and-dumb 
grandson; a washerwoman; two 
more prostitutes; James Wilson, 
“Daft Jamie”;and Margery Docherty. 
Before evil got its proper due, 
Burke & Hare were ready to open 
branch offices in Glasgow and Ire- 
land. Their sole Scotch account, by 


the way, was the eminent Doctor 
Knox, who was by now paying a stiff 
£8 14.2 for every delivered body. 
Like all good things, Burke & 
Hare’s enterprise came to an end 
after eight months of ghoulish pros- 
perity—a simple case of some snoop 
spotting one of the bodies being 
readied for delivery in the old room- 
ing house. The public, too, was begin- 
ning to sense something foul about 
Dr. Knox. Burke & Hare were arrested, 
tried, and found guilty. The not-so- 
mad Hare turned King’s evidence 
and was alive enough to watch his 
confrere Burke publicly hanged on 
January 28, 1829. Burke’s remains 
were then properly tanned and the 
eminent Professor of Surgery Dr. 
Munro did the final dissection job 


on him. The Sts ee was 
the hit of Edinburgh. 30,000 people 
clamored outside the hall to see 
Burke getting his what for; Burke’s 
skeleton still is on view at the univer- 
sity’s Anatomical Museum. 

Marc Antony was right; the evil 
that men do does live on. Burke & 
Hare’s exploits have been the 
inspiration of plays and novels, in- 
cluding Robert Louis Stevenson’s 
The Body Snatcher. One gruesome 
coda: the journals of the time noted 
that when Burke was hanged, the 
populace shouted: “Burke Him! 
Burke Him!” Now, if you’ll turn to 
your dictionary, you'll find that the 
verb “to Burke” means to suffocate. 
William Burke’s enduring contribu- 
tion to the mother tongue. 


U&ic has decided not to make 
an editorial comment on the 
similarity of the new NBC logo 
to that of the Nebraska ETV 
Network. However, we can’t 
help wonder why NBC chose to 
drop the BC. Did extensive re- 
search studies show that the 
letters “BC” are outdated since 
they refer to a period over one 
thousand nine hundred and 
seventy-six years ago? And, 
how about CBS? We can’t re- 


frain from contemplating how 
a similar study by CBS on the 
letters “BS” would turn out. 


- 


mator 


> =00zeg 


n AOA Leaders 


REORTER 


it Taiwan Acupuncture Seminar 


OSTEOPATHIC 


Explore Dimensions; 
Predict Kapid Growth + 


1 Care Professionals 


He 
* Round the World Take 


We goofed! Somehow, in the 


of last-minute deadline pressure, 
we, inadvertently, left out four of 


the winning pieces selected 


U&lc International Typographics 
Competition, which was featured 
in our January issue. We are repro- 
ducing them here with our apolo- 
gies to Gail E. Spratt, Tom Fowler, 


Jeff A. Barnes, and Stephen 
After all, nobody's perfect. 


FROM LEFT TO RIGHT: 


frenzy 


Client: Gail E. Spratt 
Typeface: Fat Face 


for our Client: T.G. Publishing Co., Inc. 


Typographer: Nortype 


Client: Jeff A. Barnes 
Typographer: Photofont 


Hall. 


Client: Louisville Magazine 
Typeface: Souvenir Lite 
Typographer: Adpro 


Designer: Gail E. Spratt, Jacksonville, Florida 
Designer: Tom Fowler, Stamford, Connecticut 
Typeface: Friz Quadrata & Souvenir 


Designer: Jeff A. Barnes, Lombard, Illinois 


Typeface: Avant Garde Gothic Bold 


Designer: Stephen Hall, Louisville, Kentucky 


LOUISVILLE 


LOUISVILLE Magazine has 
received another national award for 
Graphics in com- 
petition with all 
Chamber-published 2? 
magazines ~ bring- 

ing our total to 

sixty-two. 


iy Association 
of Chamber 


of Commerce Executives has awarded 
the Louisville Area Chamber 
of Commerce a grand award for First 
Sunday, a television show produced 
jointly by LOUISVILLE Mag- 
azine and WLKY television. 

See this award-winning 


show the first Sunday 
of each month on 
Si 32 at7 pm, 
° 
ubscribe 


to award-winning LOUISVILLE 
Magazine by calling 


For him that stealeth, or 
borroweth and returneth 
not, this publication from 
its owner, let it change to 
aserpent in his hand and 
sting him, and when he 

at last goeth to his end let 
the flames of Hell consume 
him for ever and aye. 


A 17TH CENTURY BOOKPLATE 
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Herman Zapf, whose new typeface is featured in this issue, 
sent us this magnificent example of his calligraphic style. 


We are reproducing it, after unanimous agreement by our 


editorial staff that this was the most beautiful end-of-the- 
year greeting we had received. 


When is a puzzle not a puzzle? When it’s a 
disaster. And that's an inadequate description 
for the results of our crossword puzzle, to put it 
mildly. We received one incorrect answer from 
Gus Carigren of Hookstown, Pa., the one brave 
soul, out of 80,000 readers, who made an hero- 
ic attempt. For Gus’ edification we reproduce 
the correct puzzle below. 

PS. Herb Lubalin, without cheating, got every- 
thing right except 80, 89 across and 83 down. 
He failed miserably on the typeface renderings. 
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USE OF SERIF GOTHIC HEAVY. THE SECRET 
BEHIND ITS EFFECTIVENESS AS A DISPLAY 
FACE IS TO SET SERIF GOTHIC TIGHT AND 
KEEP A SHARP RAZOR BLADE HANDY TO 
MAKE IT EVEN TIGHTER. APROPOS OF THIS, 
SEE POSTER BELOW DY ALAN PECKOLICK. 
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SOME GRIMM STORIES 
OF LITTLE OR 
NO CONSEQUENCE 


Baron De Grimm is said to 
have died in a fit when he saw 
his book had been printed with 


three hundred errors. 
ARS TYPOGRAPHICA 


mY 
‘Y 
a 


ayairy 
Tales 


ee 


We know that the sans serif 
was a Greek letter form before 
Christ. But some do not know 
that Grimm’s “Fairy Tales” 
were printed in sans in the 
18thcentury, and notreprinted 


because itt was not liked. 
GEORGE F. TRENHOLM 
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EDITOR'S NOTE: HELVETICAPHILES BEWARE! 
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Initial Puzzle 


By J.G. 


Artist, Writer 


Names are pinned on us when 
we're rather defenseless in the mat- 
ter. If we can live with our parents’ 
judgment, all well and good, but 
that’s not always the case. History 
is replete with people who took on 
pseudonyms and even lived out 
their lives being called by some 
descriptive epithet. One popular 
compromise is to use initials, a 
practice or affectation once fash- 
ionable in England around the 
Victorian Era and with some cur- 
rency in this country, particular- 
ly in the South. 


Not one to allow all those initial 
letters to languish unidentified, 
we’ve compiled a list of prominent 
initial users and worked it intoa 
“Who's Whose” for your entertain- 
ment. This is a roster (not defin- 
itive) of famous personalities in 
their respective fields of accomp- 
lishment who are best known, 

and in some cases only known, by 
their first two initials. The chal- 
lenge is to fill in the correct last 
name. For example, under the O's 
youll see O.J. Our hint will tell you 
he's in sports. Well, how many 
2,000-yard running backs do you 
know who run around with a mon- 
iker of O.J.? Of the entire list, there 
are only two who use or have used 
initials that do not representa 
name. You will notice there are 

an additional four personalities 
(one a woman) who like a three- 
initial running start. 


To give you a running start, we’ve 
indicated the field in which you 
will find the missing name. That 
should make things a lot simpler. 
You may also notice that the liter- 
ary types seem more addicted to 
the initial habit. 


Just fill in the blank space with 
your educated guess as to what 
last name goes with the initials 
and mail in the entire page of an- 
swers, or a copy to U&lc. Don’t for- 
get to fill in your name, address, 
and occupation in the allotted 
space. Your name and field of en- 
deavor will be immortalized in the 
pages of U&lc if you score heavily. 
Initially speaking, there should 
be fun, followed by a bit of edifica- 
tion, and an amusing surprise or 
two between A.A. and Y.A. When 


THIS ARTICLE WAS SET IN ITC BOOKMAN ITALIC | 


we print the answers in our next 
issue, we will give you not just the 
last names but the names in full 
hidden behind those mysterious 
majuscules. 


NAME OCCUPATION ADDRESS 
DR ee 
A.A. Government 
A.A. Literature 
A.B Visual Art 
A.E. Literature 
A.E Literature 
A.J. Philosophy 
A.J. Sports 
A.J. Journalism 
Ea aaa ee CR SR ee 
B.B. Music 
B.F Business 
B.F. Science 
Raa Ser SE a ene ee 
C.L. Journalism 
C.P. Literature/Science 
C.S Literature 
C.S. Literature 
PaaS EO Sa ee 
D.D. Sports 
D.H. Literature 
D.W. Theatre 
LETRA PTE ETE 
E.A. Science 
E.A. Theatre 
E.B. Literature 
E.E. Literature 
E.G. Theatre 
E. H. Theatre 
E.M. Literature 
E.W. Journalism 
Se Se eS eS ie eae 
F.A.O. Business 
F.W. Business 
[FER Si EE a Sy 
G.B. Theatre 
G.K. Literature 
POEREE RET LS Ean Se SES 
H.A. Science 
H.H Literature 
H.J Science 
H.L Journalism 
H.T. Visual Art 
eS) 
LF. Journalism 
I.M. Technical Art 
PHRASE SS Se 
J.B. Science 
J.B.S Science 
J.D. Literature 
J.E.B Government 
J.J. Music 


J.K. Literature 
J.P. Literature 
J.P. Literature 
J.P. Business 
J.R.R. Literature 
J.S. Music 
SaaS ee 
L.C. Sports 
L.L. Business 
ATTRA ALE 
M.F.K. Literature 
=O SE 
N.C. Visual Art 
Sa ae Os ee 
O.E. Literature 
0.J Sports 
0.0 Journalism 


P.G. Literature 
PJ Business 
PJ. Business 
P.T. Theatre 
SS eS eee ee 
R.D. Science 
R.F. Visual Art 
R.H Business 
R.L. History 
aaa a ee ee eee 
S.L Science 
S.J. Literature 
S.N. Theatre 
S.S. Literature 
iar er ae Ei eee ee 
T.E Literature 
T.S Literature 


U.S. Government 
PEE eats ae se eRe ete ne a 
V.I. Government 
V.L. Science 
V.S. Literature 
V.S. Literature 
Sa Bie oe SS CR CPA 
W.A. Technical Art 
W.A. Music 
W.B. Literature 
W.C. Music 
W.D. Literature 
W.H. Literature 
W.S. Literature 
Ss ea ee ey eee 
Y.A. Sports 


A young artist, Joseph Pomerance, walked into our establishment 
one day and, not only knocked us out with his portfolio but, amazed 
us with his knowledge of anthropology, his ability to write, his 
Seeling for letterforms, and his astute observations on almost " 
everything. It seemed almost unreal, in this age of specialization, 
to meet a real, live Renaissance man. Putting two and two together, 
his art and writing ability, on the one hand, and his knowledge of 
anthropology and the world in general, on the other, we suggested 
that he do a satire on the history of mankind. We are delighted to 
present, on these pages, Joseph Pomerance’s Cosmoanthropological 
History of the Rise and Fall of Mankind. Take this home with you, put 
on your bifocals, and study every inch of this fantasy. It will be 
well worth the hours needed to digest all the minute details. 
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If clarity, integrity 

and persuasion 

are the essence of 
printed salesmanship, 
pography is the 
ultimate concern. 


Acvertising 


"Tyecg raphers 
Association of America 


Typography and the ATA are one. 


Akron, Ohio 
The Akron Typesetting Co. 


Atlanta, Georgia 
Action Graphics, Inc. 


Baltimore, Maryland 
Maran Printing Services 


Benton Harbor, Michigan 
Type House, Inc. 


Bloomfield, Connecticut 


New England Typographic 
Service, Inc. 


Boston, Massachusetts 
Berkeley Typographers, Inc. 
Composing Room 

of New England 


Charlotte, North Carolina 
Interstate Graphics Incorporated 


Chicago, Illinois 

J. M. Bundscho, Inc. 
Total Typography, Inc. 
Frederic Ryder Company 


Cleveland, Ohio 
Bohme & Blinkmann, Inc. 


Columbus, Ohio 
Yaeger Typesetting Co., Inc. 


Dallas, Texas 
Jaggars-Chiles-Stovall, Inc. 


Southwestern Typographics, Inc. 


Dayton, Ohio 
Craftsman Type Incorporated 


Denver, Colorado 
Hoflund Graphics 


Detroit, Michigan 
Willens + Michigan 


Houston, Texas 
The Type House, Inc. 


Indianapolis, Indiana 
Typoservice Corporation 


Kansas City, Missouri 


Lettergraphics/ Kansas City, 
Inc. 


Memphis, Tennessee 
Graphic Arts, Inc. 


Miami, Florida 
Wrightson Typesetting, Inc. 


Minneapolis, Minnesota 
Dahl & Curry, Inc. 
Duragraph, Inc. 


Nashville, Tennessee 
Typographics, Inc. 


Newark, New Jersey 


Arrow Typographers 
A Patrick & Highton Company 


New York, New York 


Advertising Agencies / 
Headliners 


Artintype-Metro, Inc. 

Franklin Typographers, Inc. 
King-Weltz Graphics 

Master Typo Company, Inc. 
Royal Composing Room, Inc. 
Tri-Arts Press, Inc. 


TypoGraphics 
Communications, Inc. 


Volk & Huxley, Inc. 


Philadeiphia, Pennsylvania 
Walter T. Armstrong, Inc. 
Typographic Service, Inc. 


Phoenix, Arizona 
Morneau Typographers, Inc. 


Pittsburgh, Pennsylvania 
Davis & Warde, Inc. 


Portland, Oregon 
Paul O. Giesey Adcrafters, Inc. 


Rochester, New York 
Rochester Mono/ Headliners 


St. Louis, Missouri 
Master Typographers, Inc. 


Syracuse, New York 
Dix Typesetting Co., Inc. 


Montreal, Canada 
McLean Brothers, Ltd. 


Toronto, Canada 
Cooper & Beatty, Ltd. 


Winnipeg, Canada 
B/W Type Service, Ltd. 


Brisbane, Qld., Australia 
Savage & Co., Pty., Ltd. 


Soina, Sweden 
Typografen AB 


Headquarters: 


Advertising Typographers 
Association of America, Inc. 
461 Eighth Avenue 

New York, N.Y. 10001 
Walter A. Dew, Jr. 

Executive Secretary 
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AT LAST... 


HERE IS SOME 


Good news about no longer 
having to spend thousands of 
dollars on rub-down type 
sheets and type bills... with 
nothing to show for it at the 
end of the year. Now you can 
automate your layout dept., 
and save. Good news about 
._ a headline setter designed 
just for creative people. The 
Spectra Setter 1200 is the 
designer's answer to the sky- 
rocketing cost of rub-down 
letter sheets and headline 
type bills. Now you can de- 
sign and set your headlines 
right in your own studio...in 
less time than it would take 
you to rough out a comp or 
‘rub down’ a headline layout. “oa 
You have probably already la 

paid for a Spectra Setter 1200 in inet the rub- asset 
sheets you have...unusable with missing letters. We 
don't Know how much good news you can stand in 
one day...but the Spectra Setter 1200 is the most 
versatile setter made in the U.S.—yet is priced far be- 
low less comparable units. You can set any size head- 
line you need, on paper or film, from 1/8" to 7" high 
letters— plus you can condense, extend, italicize, back- 
slant, etc. —all from one inexpensive film font. You have 
over 2500 designer type styles to choose from. You 
can stack line over line and you see each letter as 
you set it for creative, visual spacing—and you never 
run out of letters! Automated, easy push-button oper- 
ation. No hand cranks to turn. You change letter sizes 
easily in seconds so you can mix sizes as you set. Put 


PHOTOVISION 


frequently used logos on film 
and make your own stats, at 
any size, in seconds—even 
step and repeat patterns on 
—~alarge 9" x 20" table area. If 
you're spending $15 a week 
on type or rub-down sheets 
you are paying for a Spectra 
Setter without having any of 
the benefits of ownership, con- 
* venience, and being able to 
design your headlines— How 
you want them, When you 
want them. And the very best 
news is that it's so super easy 
to use! After only a few min- 
utes’ practice you could set 
our ‘good news’ headline in 
5 to 10 minutes, save a $12. to 
$30. bill, and have the head- 
line now, when you need it. 
Return this coupon now and we'll send you more 
good news—a free $200. font offer, a fully detailed 
brochure, a sampler and a listing of over 2500 type 
styles that are available to fill your every creative need. 
YES, SEND ME SOME MORE GOOD NEWS! 


COMPANY 


ADDRESS 


CITY STATE 


PHOTOVISION 


ATTENTION PHONE 


PhotoVision of Ca. Inc. * Box 552-R5 
Culver City, CA 90230 ¢ (213) 870-4828 


We license and supply all ITC faces with many extra exclusive swash & biform characters designed in our studio. 
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THERE IS MORE THAN ONE WAY TO SET A GREAT HEADLINE. 


Give the gang 
our best. 


Eight Ball™/OR-87 


a ke y al sate 
ST vou run out of Kowenbrau 
See ae 
iter ChaMpafue 


Vivaldi* / AW-28 


Shoes for 
Athletes’ Feet. 


Pistilli Roman Black™/OR-264 


Isn't that Terence Stamp 
behind those Foster Grants? 


Friz Quadrata®/AW-15 


WHA ee ASHY GIRL 
GEL INTIMATE ¢ 


ark Debon 


| For four generations, we've been 
making medicines as if people's 
lives depended on them. 


‘cooper Roman®/OR- 


Aquarius 7™/OR-85 


The 60-second 
excitement. 


Harry Obese™/OR-89 


if it only saves 5 your ‘Iliffe once, 
itz @ bargain. 


Skin & Bones™/OR-176 


How co you get a stat 
ona Sunday morning’? 


Modula™/OT-60 


You're not getting 
older. 

You're getting 
better! 


Roslyn Gothic Bold™/OR-129 


® When you use the Photo Typositor® in-house (or 
f, specify Typositor Typography*) you have hun- 
dreds of different ways to make any headline 


| largest library of headline 

* alphabets—over 1700 in all. 

hich means that almost any 

letterform you can imagine, the 

Photo Typositor can set! Write us and 

we'll tell you more about the remarkable 
daylight-operating Photo Typositor. 


Do you have a favorite Raph Headline’? Sei ees es luding the name of the advertis nc ‘ 
we consider It suitable for use in one of our ads, mec i UC Ci Pals He ntary copy of the 
350 page “Visual Graphics Alphabet Library’ poate sae —a $12.50 vai 


VISUAL GRAPHICS CORPORATION 
: We've taken photographic reproduction out of the dark 


Viet Park, 5701 N.W. 94th Ave., Tamarac, Florida 33321, 


“GREAT HEADLINE” CREDITS (TOP TO BOTTOM): VOLKSWAGEN, CANADA DRY, LOWENBRAU, UNIROYAL, FOSTER GRANT, REVLON, ELI LILLY, POLAROID, U. S, ROYAL, VISUAL GRAPHICS, CLAIROL. 
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sep NOW PRESENTING 
“tp _ AMS new Comp/Sef 510 


Zop=: __ The only direct entry phototypesetter 


32pt.~ ___with /Otypesizeson-line from 5/2to 74 point. 


Z (pe oa 4 styles on-line—unrestricted size and font mixing. 
2 BE ae headlines and sub-heads, body copy and footnotes almost as 
Fp ' a easy as typing. One person, one job. All for just $12,950. Get the 


/ 7 G° most important new advancement in phototypesetting into operation in your shop. 
[? Also available for increased productivity: Comp/Set 503 Record/Playback Module— anoption that 
records all keystrokes for instant playback for easy corrections and re-formatting without re-keyboarding. 


/Z2 - See the Comp/Set phototypesetters in 
action at your local AMshowrooms, or 
if you wish, one of our demo-vans will 


/, 7, t ’ bring it right to your front door. Jusrcall 
P your local Varilyper sales office, or 
ge write to the VariTyper Division, 11 Mr. 
Pleasant Avenue, East Hanover, New 

5, . Jersey 07936. 


Sat. — syne 
a I 


All the type for this ad was composed in position 


on the Comp/Set 510 phororypesetter. The type 
_—————" faces are ITC Serif Gothic and Serif Gothic Bold 


@) VARITYPER DIVISION I = LJPlease send full details on the Comp/Set 510 phototypesetter i] 
® 11 MT. PLEASANT AVENUE « EAST HANOVER, NEW JERSEY 07936 - L] Please arrange a demonstration of the Comp/Set 510 phototypesetter ; 
j LJPlease send a type specimen book i 

ICU sce sieatatnasc ene th leven sudra eta nerd sa alahar aod he ahaa ereitts bicaT ANd) av aica) rosea etl Selatan aie ee ; 
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Trautensilierna i ett tryckeri aro ingalunda en oviktig faktor, for trefnadens, ord 
och ekonomiens uppratthallande, och dock ar det icke sallan som sorgliga erfar 
goras pa grund af det oférstand med hvilket kaster, formbraden och regaler tillv 
och forsaljas. Kaster som dro daligt hopkomna och af otillrackligt torrt tra, asa 
snart nog officinen extra kostnader i reparationer. Kasten bor vara af kvistfritt 
och torrt tra, kannas latt, och bottnen bor icke vara limmad men daéremot val fa 
med skrufvar saval rundt kanterna som den gréfre midtbalken samt ytterligare 
med en skruf i kryssen mellan facken. Framstycket med rand bor vara af ett fast 
traslag, sasom bjork eller rodbok samt helst for trefnadens skull fernissadt, det 
kan da afven vid ett eventiellt behov aftvattas. Bottenmellanlagget bor vara af 
godt tjockt papper, som icke uppléses af vatten, och ligga fullkomligt slatt utan 
-vagor. Alla mellanvaggarne i ladan bér sitta stadigt och na sa hégt upp i urskarn 
att de fylla densamma anda upp i dess langdriktning, sa att stycket icke kan lyfta 
sig fran bottnen efter nagon tids torkning. Kaster som icke uppfylla dessa fordr 
borde aldrig accepteras sasom fullgodt fabrikat, de blifva i langden alltfér dyra 
Trautensilierna i ett tryckeri aro ingalunda en oviktig faktor, for trefnadens, ord 
och ekonomiens uppratthallande, och dock ar det icke sallan som sorgliga erfar 
goras pa grund af det oférstand med hvilket kaster, formbraden och regaler tillv 
och férsiljas. Kaster som aro daligt hopkomna och af otillrackligt torrt tra, asa 
snart nog officinen extra kostnader i reparationer. Kasten bor vara af kvistfritt 
och torrt tra, kannas att, och bottnen bor icke vara limmad men daremot val fa 
med skrufvar saval rundt kanterna som den gréfre midtbalken samt ytterligare 
med en skruf i kryssen mellan facken. Framstycket med rand bér vara af ett fast 
traslag, sasom bjork eller rodbok samt helst for trefnadens skull fernissadt, det 
kan da afven vid ett eventuellt behov aftvattas. Bottenmellanlagget bor vara af 
godt tjockt papper, som icke uppléses af vatten, och ligga fullkomligt slatt utan 
vagor. Alla mellanviggarne i ladan bor sitta stadigt och na sa hégt upp i urskaérn 
att de fylla densamma anda upp i dess langdriktning, sa att stycket icke kan lyfta 
sig fran bottnen efter nagon tids torkning. Kaster som icke uppfylla dessa fordr 
borde aldrig accepteras sasom fullgodt fabrikat, de blifva i langden alltfor dyra 
Trautensilierna i ett tryckeri aro ingalunda en oviktig faktor, for trefnadens, ord 
och ekonomiens uppratthallande, oc 
dock ar det icke sallan som sorgliga er 
goras pa grund af det oférstand med 
hvilket kaster, formbraden och regal 
tillverkasoch forsaljas. Kaster som ar 
daligt hopkomna och af otillrackligt 
torrt tra, asamka snart nog officinen 
extra kostnader i reparationer. Kaste 
bor vara af kvistfritt och torrt tra, kannas latt, och bottnen bér icke vara limma 
men daremot val fastad med skrufvar saval rundt kanterna som den gréfre midt 
samt ytterligare med en skruf i kryssen mellan facken. Framstycket med rand bo 
vara af ett fastare traslag, sasom bjork eller rédbok samt helst for trefnadens sk 
fernissadt, det kan da afven vid ett eventuellt behov aftvattas. Bottenmellanlag 
bor vara af godt tjockt papper, som icke uppléses af vatten, och ligga fullkomlig 
slatt utan vagor. Alla mellanvaggarne i ladan bor sitta stadigt och na sa hégt up 
i dess langdriktning, sa att stycket icke kan lyfta sig fran bottnen efter nagon tid 
torkning. Kaster som icke uppfylla dessa fordringar borde aldrig accepteras sas 
fullgodt fabrikat, de blifva i langden alltfér dyra! Trautensilerna i ett tryckeri ar 
ingalunda en oviktig faktor, for trefnadens, ordningens och ekonomiens upprat 
och dock ar det icke sallan som sorgliga erfarenheter géras pa grund af det ofors 
med hvilket kaster, formbraden och regaler tillverkas och forsaljas. Kaster som 
aro daligt hopkomna och af otillrackligt torrt tra, 4samka snart nog officinen ex 
kostnader i reparationer. Kasten bér vara af kvistfritt och torrt tra, kannas latt 
och bottnen bor icke vara limmad men daremot val fastad med skrufvar saval ru 
kanterna som den grofre midtbalken samt ytterligare med en skruf i kryssen me 
facken. Framstycket med rand bor vara af ett fastare traslag, sasom bjork eller 
rodbok samt helst for trefnadens skull fernissadt, det kan da afven vid ett event 
behov aftvattas. Bottenmellanligget bor vara af godt tjockt papper, som icke up 
af vatten, och ligga fullkomligt slatt utan vagor. Alla mellanvaggarne i ladan bo 
sitta stadigt och na sa hégt upp i urskarningen, att de fylla densamma anda upp 
i dess langdriktning, sa att stycket icke kan lyfta sig fran bottnen efter nagon tid 
torkning. Kaster som icke uppfylla dessa fordringar borde aldrig accepteras sas 
fullgodt fabrikat, de blifva i langden alltfor dyra! Trautensilierna i ett tryckeri ar 
ingalunda en oviktig faktor, for trefnadens, ordningens och ekonomiens upprat 
och dock ar det icke sallan som sorgliga erfarenheter goras pa grund af det oférs 
med hvilket kaster, formbraden och regaler tillverkas och forsaljas. Kaster som 
aro daligt hopkomna och af otillrackligt torrt tra, 4samka snart nog officinen ex 
kostnader i reparationer. Kasten bér vara af kvistfritt och torrt tra, kannas Jatt 
och bottnen bor icke vara limmad men daremot val fastad med skrufvar saval ru 
kanterna som den grofre midtbalken samt ytterligare med en skruf i kryssen me 
facken. Framstycket med rand bdr vara af ett fastare traslag, sasom bjork eller 
rdédbok samt helst for trefnadens skull fernissadt, det kan da afven vid ett event 
12345678901234567890123456789012345678901234567890123456789 


GARAMOND (TAAC) 


Claude Garamond 
Giambattista Bodoni 


Trautensilierna i ett tryckeri dro ingalunda en oviktig faktor, for trefnadens 
ordningens och ekonomiens uppratthallande, och dock Ar det icke sallan som 
sorgliga erfarenheter géras pa grund af det oférstand med hvilket kaster, for 
och regaler tillverkas och férsaljas. Kaster som aro daligt hopkomna och af ot 
torrt tra, asamka snart nog officinen extra kostnader i reparationer. Kasten 
bor vara af kvistfritt och torrt tra, kannas latt, och bottnen bér icke vara lim 
men daremot val fastad med skrufvar saval rundt kanterna som den gréfre mi 
samt ytterligare med en skruf i kryssen mellan facken. Framstycket med ran 
bor vara af ett fastare trislag, sasom bjork eller rédbok samt helst for trefnad 
skull fernissadt, det kan da afven vid ett eventuellt behov aftvattas. Bottenm 
bor vara af godt tjockt papper, som icke uppléses af vatten, och ligga fullkom 
slatt utan vagor. Alla mellanvaggarne i ladan bér sitta stadigt och na sa hégt 
upp i urskarningen, att de fylla densamma anda upp i dess langdriktning, sa 
att stycket icke kan lyfta sig fran bottnen efter nagon tids torkning. Kaster so 
icke uppfylla dessa fordringar borde aldrig accepteras sasom fullgodt fabrikat 
de blifvai langden alltfor dyra! Trautensilierna i ett tryckeri aro ingalunda en 
oviktig faktor, for trefnadens, ordningens och ekonomiens uppratthallande 
och dock dr det icke sallan som sorgliga erfarenheter géras pa grund af det of 
med hvilket kaster, formbraden och regaler tillverkas och férsaljas. Kaster so 
aro daligt hopkomna och af otillrackligt torrt tra, 4samka snart nog officinen 
extra kostnader i reparationer. Kasten bér vara af kvistfritt och torrt tra, kan 
latt, och bottnen bor icke vara limmad men daremot val fastad med skrufvar 
saval rundt kanterna som den grofre midtbalken samt ytterligare med en skr 
i kryssen mellan facken. Framstycket med rand bér vara af ett fastare traslag 
sasom bjérk eller rédbok samt helst for trefnadens skull fernissadt, det kan 
da afven vid ett eventuellt behov aftvattas. Bottenmellanlagget bér vara af go 
tjockt papper, som icke uppléses af vatten, och ligga fullkomligt slatt utan va 
Alla mellanvaggarne i ladan bor sitta stadigt och na sa hégt upp i urskaérning 
att de fylla densamma anda upp i dess langdriktning, sa att stycket icke kan ly 
sig fran bottnen efter nagon tids torkning. Kaster som icke uppfylla dessa for 
borde aldrig accepteras sasom fullgodt fabrikat, de blifva i langden alltfér dyr 
Trautensilierna i ett tryckeri aro ing 
en oviktig faktor, for trefnadens, or 
och ekonomiens uppratthallande, o 
dock 4r det icke sallan som sorgliga 
erfarenheter géras pa grund af det of 
med hvilket kaster, formbriden och 
regaler tillverkas och forsiljas. Kas 
som dro daligt hopkomna och af oti 
torrt tra, dsamka snart nog officinen extra kostnader i reparationer. Kasten 
bor vara af kvistfritt och torrt trai, kannas latt, och bottnen bér icke vara lim 
men daremot val fastad med skrufvar saval rundt kanterna som den gréfre mi 
samt ytterligare med en skrufi kryssen mellan facken. Framstycket med ran 
bér vara af ett fastare traslag, sisom bjérk eller rodbok samt helst for trefnad 
skull fernissadt, det kan da afven vid ett eventuellt behov aftvattas. Bottenm 
bér vara af godt tjockt papper, som icke uppléses af vatten, och ligga fullkom 
slatt utan vagor. Alla mellanvaggarne i ladan bar sitta stadigt och na sa hégt 
upp i urskaérningen, att de fylla densamma anda upp i dess langdriktning, sa 
att stycket icke kan lyfta sig fran bottnen efter nagon tids torkning. Kaster so 
icke uppfylla dessa fordringar borde aldrig accepteras sasom fullgodt fabrikat 
de blifva i langden alltfor dyra! Trautensilierna i ett tryckeri aro ingalunda en 
oviktig faktor, for trefnadens, ordningens och ekonomiens uppratthallande 
och dock ar det icke sallan som sorgliga erfarenheter géras pa grund af det of 
med hvilket kaster, formbréden och regaler tillverkas och férsaljas. Kaster so 
aro daligt hopkomna och af otillrackligt torrt tra, 4samka snart nog officinen 
extra kostnader i reparationer. Kasten bér vara af kvistfritt och torrt tra, kan 
latt, och bottnen bér icke vara limmad men diaremot val fastad med skrufvar 
saval rundt kanterna som den gréfre midtbalken samt ytterligare med en skr 
i kryssen mellan facken. Framstycket med rand bér vara af ett fastare traslag 
sasom bjork eller rédbok samt helst for trefnadens skull fernissadt, det kan 
da afven vid ett eventuellt behov aftvattas. Bottenmellanlagget bér vara af go 
tjockt papper, som icke uppléses af vatten, och ligga fullkomligt slatt utan va 
Alla mellanvaggarne i ladan br sitta stadigt och na sa hégt upp i urskarning 
att de fylla densamma anda upp i dess langdriktning, sa att stycket icke kan ly 
sig fran bottnen efter nagon tids torkning. Kaster som icke uppfylla dessa for 
borde aldrig accepteras sdsom fullgodt fabrikat, de blifva i langden alltfér dyr 
Trautensilierna i ett tryckeri dro ingalunda en oviktig faktor, for trefnadens 
ordningens och ekonomiens uppratthallande, och dock ar det icke sallan som 
sorgliga erfarenheter géras pa grund af det oférstand med hvilket kaster, for 
och regaler tillverkas och forsaljas. Kaster som dro daligt hopkomna och af ot 
torrt tra, Asamka snart nog officinen extra kostnader i reparationer. Kasten 
bor vara af kvistfritt och torrt tra, kannas latt, och bottnen bér icke vara lim 
men daremot val fastad med skrufvar saval rundt kanterna som den gréfre mi 
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_THE MARKET RESEARCH 
TOOK MONTHS. 


THE LAYOUT AND PHOTOGRAPHY 
TOOK WEEKS. 
THE COPY AND POLISHING 
TOOK DAYS. 


NOW GET THE TYPE SET FAST. 


ANY __ 
OLD WAY 


Your product's position is per- 
fect. The guy who came up with 
the concept must live right. Your 


research mavens have pointed to 
Fat City. The creative types made 
layouts crisp and bold: had artwork 


done that lives, wrote words that sing 
(not rum-da-dum-da-dum, but chick 
chicka chicka chick chick). The A.E.s 
presented it all with a logical rationale. 
Even the lawyers are happy. 


And now it’s the last possible min- 


ute. Just enough time’s left to screw 
the whole thing up. To set type with 


wide open spacing. Bad kerning. Wid- 


ows. Raggedy ragrights. _ 
But it doesn't have to be that way. 


DO! 


You could have the ad set on an 
AlphaSette System. 

You could choose from over 2,000 
fonts, including the ITC faces. 

You could get the kind of optically 
perfect type that has made AlphaSette 
the typographer’s standard of quality. 


ALPHASETTE 
FROM ALPHATYPE 


The people who still care about typographic quality 


7500 McCormick Boulevard 
Skokie, Illinois 60076 
Telephone: 312/675-7210 


And, your typesetter could deliver 
your beautifully set rush job on time 
because of all the automatic features 
built into the AlphaSette system. 

Features like automatic justifi- 


spacing and kerning controls, 
automatic font mixing, and, just about, 
automatic anything. 

Have heart. There's still time to 
get the next ad set right the first time. 
Ask your typographer if he has an 
AlphaSette System. If not, tell him to 


get one while you call the type crafts- 


man down the street who has already 
seen the Alpha-light. 


cation controls, automatic letter- 
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AMERICAN TYPEWRITER 
ABCDEFGHId 
KLMNOPQRS 
TUVWXYZ = 
cdefshijklm 
Boarsuuy wacy 
Z 1854567890 
&e71Z$ 
TALIA BOOK 
ABCDEFGHIJK 
LMNOPQRSTU 
VWXYZ abcde 
fshijklmnopgqrs 
tuvwxyz 1234 
56789087!E$ 
PALATINO ULTRA HEAVY 
ABCDEFGHIJ 
KLMNOPOR 
STUVWXYZ 
abcdefghijkIm 
nopqrstuvwx 
yzZ123456789 
O&Z!L$ 
TANGO 
ABCDEF SAT 
JKSLISFIOPOL 
RSETUVWKY 
Zabcdefghijkimno 
pgrstuvwxyzl234 
567890&71£S 


GALADRIEL 


ABCDEFGHIJ 
RLMMOPQRS 
TUVWXYZ 12 
S46 1090 &7I5 | 


KNIGHTSBRIDGE 

ABCDEFGHIJKL 
MNOPORSTUVW 

XYZ QuTh frfifi 
abbcdief fghhhh 
ijk ITmmnyopqr 
stuvwxyz 123456 
7890& 7!£$ 

PLAYBOY ULTRA 
AABBCCDHEE 
FF GGHHIFIKK 
LLMMNNOOPP 
QRRSSTIUVV 
VWWXKYY ZZ 
fED 123456789 
O€pieés 


State: 


GARAMOND TALIC 
AcABBCCDDEEF FG 

HHI[JRKLMCWIN 
XCOPPOQ’ O ORRS 
Ste ee YZALO a 
bedéefghijikXimm_nopag,r 


stuvewxyeo astterfrgyyis 


M tee 1234567590 


[UBALIN GRAPH BOLD 
AAKBCDEFGHIJ 
MM QR 


CAC FABIEKARA 
HLabcdeefghijk 
Imnoparsttuvvyv 
wwxyyz 123456 
789082!E$ 
SERIFGOTHIC HEAVY 
STOP OReTO 
LLMNOPQRST 
VWXYZA@ 
bedeetfohikit 
mnoparrssttuv 
WXYZzee@ 123 
4567890671£$B 
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A CURE FOR THE 
OMMON COLD. 


Do you suffer from the nagging limitations of common 
cold type? Does your old strike-on equipment cause 
annoying job congestion and give you that run-down 
feeling? Do you experience the headache of calcula- 
tion, the irritation of double typing? 


ExecuWriter Display 
Headline composer 
$2,250 

Well, now there’s fast, fast relief for the symptoms of 
common cold type. The remedy is photocomposition 
from Compugraphic. And it’s quicker, easier and more 
economical than ever before. 


ExecuWriter II 
Two-font text composer 
$4,250 


You get uncommon productivity with automatic justi- 
fication, centering, ragged right or ragged left on the 
first and only typing. Without calculation. 


You get uncommon versatility with choice of different 
type styles and sizes directly from the keyboard. With 
selection from a comprehensive type library including 
popular ITC faces (like Souvenir, Tiffany, Serif Gothic 
and many more). 


And you get uncommonly low price: 


e Text composers start at $3,750. 

® Headline machines for as low as $2,250. 

e Text composers that set our full type library—as 
low as $5,950. 

‘Composers with many typestylesand sizes(S2 10 3 ceeccnneecancmanecenbesedaseesannag 
96 fonts) from the keyboard—as low as $9,450. 


So why suffer with common cold type when the sure 
remedy is so effective and so painless? Take the cure. 


SEND TO: Compugraphic Corporation, 80 Industrial Way, Wilmington, Mass. 01887 i 


Please 

[] Have a sales representative call 
Arrange a demonstration 

OR 


Send a package of materials, including 
prices, tailored to my applications— 
text composition, headlines, area com- 
position (heads and text set in place): 


Contact Compugraphic today. 


Plant Description 


In-plant facility Typesetter 
Government facility O) Design studio 
Ad agency LI Institutional graphics 
Current Composition Source 
= TSC O Photocomp 
compugraphic Ouerstrkeon ____ 0 Parchaseotade 
80 Industrial Way, Wilmington, Massachusetts 01887/ (617) 944-6555 : 
Name 
SALES AND SERVICE OFFICES: ® ATLANTIC: 1901 North Moore Street, Rosslyn, Virginia Title 
22209, (703) 525-1678 ¢ NEW YORK METRO: 2 Pennsylvania Plaza, New York, New York 
10001, (212) 736-4444 e SOUTH ATLANTIC: 2527 Lantrac Court, Decatur, Georgia 30032, Organization 
(404) 981-9500 * CENTRAL: 527 West Golf Road, Arlington Heights, Illinois 60006, (312) 
540-1140 ¢ MID-AMERICA: 11503 West 75th Street, Shawnee, Kansas 66214, (914) Cis Sistes =e ee een ei 
268-7400 © SOUTH CENTRAL: Carillon Plaza East, 13601 Preston Road, Dallas, Texas 75240, 
(214) 661-8940 © PACIFIC: 2908 Oregon Court, Building G, Torrance, California 90503, (213) Telephone 


320-5780 © NORTHWEST: Centennial Building, 25, 102nd Avenue N.E., Bellevue, Wash- 
ington 98004, (206) 454-9798. 
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TO 


RYDERTYPES CHICAGO 


Frederic Ryder Company Advertising Typographers Chicago 312 467 7117 


Thin 
(new from Mergenthaler) 


Light 


Helvetica 


Bold 


Heavy 


(new from Mergenthaler) 


Black 


2B!) AU9A - © HRI 


Everything you ever 
wanted to know about Helvetica — 
but were afraid to ask. : 


ABCDEFGHIJKLMNOPQRSTUVWXYZ& 
abcdefghijklmnoparstuvwxyz 
1234567890 
ABCDEFGHIJKLMNOPQRSTUVWXYZ& 
abcdefghijkimnopagrstuvwxyz 
1234567890 


ABCDEFGHIJKLMNOPQRSTUVWXYZ& 
abcdefghijklmnoparstuvwxyz 
1234567890 
ABCDEFGHIJKLMNOPQRSTUVWXYZ& 
abcdefghijkimnopaqrstuvwxyz 
1234567890 


ABCDEFGHIJKLMNOPQRSTUVWXYZ& 
abcdefghijklimnopqrstuvwxyz 
1234567890 
ABCDEFGHIJKLMNOPQRSTUVWXYZ& 
abcdefghijkimnopqrstuvwxyz 
1234567890 


ABCDEFGHIJKLMNOPQRSTUVWXYZ& 
abcdefghijkimnopqrstuvwxyz 
1234567890 
ABCDEFGHIJKLMNOPQRSTUVWXYZ& 
abcdefghijklmnopqrstuvwxyz 
1234567890 


ABCDEFGHIJKLMNOPQRSTUVWXYZ& 
abcdefghijkimnopqrstuvwxyz 
1234567890 
ABCDEFGHIJKLMNOPQRSTUVWXYZ& 
abcdefghijkimnopqrstuvwxyz 
1234567890 


ABCDEFGHIJKLMNOPQRSTUVWXYZ& 


abcdefghijkimnopqrstuvwxyz 
1234567890 


ABCDEFGHIJKLMNOPQRSTUVWXYZ& 


abcdefghijkimnopqrstuvwxyz 
1234567890 


New. 
Now available. 
Mergenthaler, Linotype, Stempel, Haas 


This article is sponsored by 


The Mergenthaler Linotype Company 


= good, was not the perfect expression of 


later adopted by the British and American 
companies. The quality of the design, plus 
its world-wide availability, made Helvetica 
the typographic success of the last thirty 
years. 


# Inthe mid 1950's Edouard Hoffman at 
» HAAS felt that Akzidenz Grotesque, while 


what we've come to think of as the 
contemporary Swiss sanserif. 


Helvetica is usually thought of as the 
archtype of the contemporary Swiss 
sanserif. Its strength lies in the organization 
of the white shapes within and surrounding 
the letters so that they shape and control 
the black of the letterforms. The white forms 
dominance locks the black letters into an 
inevitably destined shape — like a 
well-designed machine which functions 
perfectly. 


Hoffman approached Max Miedinger and 
the two of them worked out a new design. 
Hoffman provided the concept and the 
ideas, while Miedinger, then working with 
Haas in sales, did the drawing. After a 
number of trials, the new design was 
perfected, and released as the New Haas 
Grotesque. 


It's interesting that, like Times Roman, 
Helvetica was a collaboration. As Victor 
Lardent produced the drawings of Times to 7 Since the original design, Helvetica 
embody Stanley Morison‘s ideas,so Max has grownintoa large series with 
Miedinger did the work that made Edouard § condensed and extended versions 
Hoffman's conception a reality. in four weights: Lichte or Light; 
Helvetica Roman; Helvetica 
Some measure of the part that Hoffman Halbfett, literally to be translated as 
played can be seen inacomparisonoftwo half fat, Bold on the machine and 
faces: the New Haas Grotesque and the photocomposition versions but 
Haas Clarendon. Haas Clarendon was Medium or Semi-Bold on the 
drawn by Hermann Eidenbenz under handset; and Fett, literally 
Hoffman‘s direction in 1951. Haas translated as fat, or Black on the 
Clarendon stands to earlier Egyptians and machine and photocomposition 
Clarendons in much the same way that versions but Bold on the handset 
Helvetica stands to earlier Gothics and type. The machine or photo- 
sanserifs. The two faces appeartobethe composition terminology for the 
work of the same miind, demonstrating the weightsis used throughout this 
force of Hoffman’s ideas and his central part article. 
inthe creation of these two designs. 


The two new weights, Thin and 
Heavy, originate with Mergenthaler 
D. Stempel AG at Frankfurt, pickedupthe § im New York. The Thinis lighter than 
design for production in Germany. They the Light, while the Heavy is 

made afew changes in narrowing the bold midway between Bold and Black. 
face and adapting the italic, so that italic The resultis a series of six evenly 
and bold could be duplexed withthe basic spaced weights: Thin, Light, 

design on Linotypé matrices, which were Helvetica, Bold, Heavy, and Black. 
released in 1963. Unable to market a new 
Stempel face under the name New Haas 
Grotesque, they looked for aname that 
would embody the spirit of the type and 
settled, at Walter Cunz’ suggestion, on 
Helvetica. At first, Hoffman was shocked, 
declaring that Helvetica was the name of 
the country and unsuitable for a typeface. 
Stempel used it anyway — and several 
months later HAAS adopted it for 
themselves. 


In 1961, the parent company of HAAS, 


Since the series was not planned as a 
whole from its conception, as was the case 
with Univers, the series is not as uniform as 
Univers. When selecting a typeface the 
perfect forms of Helvetica in the normal 
widths and weights are the obvious choice 
if only a few versions are needed. Where a 
broad range of weights, widths and italics 
are required in a single job, Univers is the 
logical choice. 


The two newly created weights of Helvetica 
fall close to the original central design. The 
Thin is a reduction of the Helvetica form to 
the absolute minimum skeleton or armature 
required to define the basic Helvetica 
counters and spaces. The Heavy is a 
weight between the original Bold and the 
later Black. Itis a boldface of somewhat 
greater authority than the original without 


In 1964, Stempel’s American parent 
company, Mergenthaler Linotype 
Company, with Linotype & Machinery in 
England, recognized the value of the 
design and manufactured it for the 
Linotype. It was later adopted for photo- 
composition and the series expanded. 


The key to the world-wide popularity of this 


design was Stempel's excellent adaptation going to the extreme weight of the Black. 
of the original Haas design for the Linotype, 
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typography 


This April, Mergenthaler is supplying a new 
package of typographic refinements for normal 
use that, until now, has been available only to the 
art director and type director who are fortunate 
enough to have: 


Unlimited budgets so they can go through 6 or 7 
settings in order that the typography is exact. 


No deadlines and only clients forgiving enough to 
allow the time to achieve absolute perfectionist 
typography. 


This new typography gives you, the art directors 
and type directors, the typographic control of 
letter and word spacing that you used to be able 
to achieve through various forms of transfer type. 
Now they are available on Mergenthaler V-I-P 
automatically under computer control. 


As you read through this article, please notice 
that all these typographic refinements are 
operating. This “good typography” is available 
because Mergenthaler has automated the 
following typographic space refinements. 


Kerning. The readability of a typeface depends on 
even rhythm throughout the letter combinations, 
in other words ‘each’ should look even 
throughout. When you put capital T in front of 
lowercase ‘each’ (Teach), you create a white 
block between the T and the e that is substantially 
larger than white space between the e and the a, 
the space between the aand the c, and the space 
between the c and the h. If you were to have this 
word (Teach) hand set, you would ask that the 
capital T be notched so that the e could tuck in 
under the capital T. This is expensive, but, if you 
have a client that fits those two economic 
provisions, you could tuck the e in under the cap T 


Hung punctuation. Hung punctuation has always 
been an expensive, time consuming operation 
called for only when the budget will stand it. 
Open and close quotes, commas, periods, and 
hyphens can be nasty little characters when it 
comes to justified text. Again, out of economic 
necessity, most type directors and art directors 
will let the color and type alignment of the 
justified column suffer by letting those 
punctuation characters stay within the column 
measure. Only when the budget will allow are 
they placed in the margin. Mergenthaler will now 
hang the punctuation for you, (or leave it in the 
column, if that is where they belong). 


Fit. Mergenthaler now maintains the proper color 
of the type design as you increase point size; and 
allows a choice of three degrees of tightness of fit. 
As you know, whenever a typeface was designed 
for either foundry type or for matrices for a 
linecasting machine the sidebearing, or the white 
space that falls between characters was adjusted 
for each point size. This typographic control is a 
hard one to retain when you go toa 
photocomposing machine, because the change in 
image size is accomplished optically. Lenses are 
moved to either increase or decrease image size. 
Unfortunately, photocomposing machines either 
decrease or increase the white space ina direct 
proportion of the increase or decrease of 
character image. Mergenthaler’s new program 
now tightens the fit as the image size increases. 
This adjustment is offered in three versions. 


The first version is one that will give the effect of 
normal spacing; the second version gives a tight 
spacing; the third version gives you very tight 
spacing throughout the setting. 


Normal spacing: 


(Teach). When necessary you couldeventuckthe “NJow is the time for all good people 


comma under the lower case y, or the period 
under the lower case r, or you could open up the 
space between two characters, such as f and 
apostrophe (f’). Mergenthaler now does this 
automatically in the V-I-P. Whenever the 
computer sees the specified character 
combinations, it modifies the space between 
those characters. If you want to.add character 
combinations, or choose to change the amount of 
akern, the program will accommodate that also. 


Standard kerning combinations: 


AT AY AV AW Ay Av AWA’ FAE EF TA 
Ta Te To Ti Tr Tu Ty Tw Ts Ic T. T, T: T; T- 
LT LY LV LW Ly L PAR PVA Va Ve Vo 
Vi Vr Vu Vy V. V, V: V; V- RT RV RW RY 
Ry f’ ff WA Wa We Wo Wi Wr Wu 
Wy W. W, W: W; W- II YA Ya Ye Yo Yi 
Yp Yq Yu WY.Y, Y: Y; Y-“” rerorrru 
ryrwrgrerg@rhrmrnrxrzrvrtrfrd 
nGr-y.yVvy WwW, 


to come to the aid of their country.” 


Tight spacing: 


“Now is the time for all good people to 


come to the aid of their country.” 


Very tight spacing: 


“Now is the time for all good people to 


come to the aid of their country.” 


The uncompromising ability of the computer in 
the Mergenthaler typesetter to retain each 
specification, ie., character fit, indents, kerning, 
column width, point size, and film advance forma 
control over the typography that allows you to 
produce perfectionist typography on a budget 
that allows a single setting only. 


For information on this new typography and how 
to specify it, and for information about new 
typefaces from Mergenthaler, Linotype, Stempel, 
Haas, write or call us at Mergenthaler Linotype 
Company, Mergenthaler Drive, Plainview, New 
York 11803, telephone (516) 694 1300, ext 213 or 
385. 


This article was sponsored by 


The Mergenthaler Linotype Company 


it’s happening 
all across the country | 
for the firs¢ ¢ime. . 
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Wherever good type is set on the V-I-P you may 
find Typography Plus, Mergenthaler’s new 
: subscription plan, bringing good new faces to 


your typesetter on the date of release. 


This month: 


Helvetica Thin 

Helvetica Thin Italic 
Helvetica Heavy 
Helvetica Heavy Italic 


® from ITC 


e@ Licensed from 


ITC Zapf Book Light 


ITC Zapf Book Light Italic 

ITC Zapf Book Medium 

ITC Zapf Book Medium Italic 
ITC Zapf Book Demi 

ITC Zapf Book Demi Italic 
ITC Zapi Book Heavy 

ITC Zapf Book Heavy Italic 


The Monotype Corporation, London. 


all ina complete range of text and display sizes 


3461} - Z HORI 


for the first time 

the coordinated, uniform perfection of computer 
spaced typography, from typesetters located in 
every major city, all across the country. 


a standard set of kerned character combinations. 
hung punctuation. 

a choice of three levels of fit; normal, tight, very 
tight with large sizes automatically adjusted. 

a standard system for specifying computerized 
spacing in use all across the country. 

the finest programmed typography available 
today without paying for expensive operator 


intervention. 


To receive our booklet showing you how to 
specify computerized spacing on Mergenthaler 
V-|-P complete the form and return it to us: 


Typographic Development Division 
Mergenthaler Linotype Company 
Mergenthaler Drive 

Plainview, New York 11803 


or call us: 


area code 516, 694-1300, extension 213. 
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Gill Sans Light 

Gill Sans Light Italic 

Gill Sans 

Gill Sans Italic 

Gill Sans Bold 

Gill Sans Bold Italic 

Gill Sans Extra Bold 
Gill Sans Ultra Bold 
Gill Sans Condensed 

Gill Sans Bold Condensed 


Mergenthaler 


= Eltra | orn 


Name: 


,Company: 
Address: 
Telephone: 


| am also interested in the new faces: 

© ITC Zapf Book series 

© Monotype Gill Sans 

© Mergenthaler’s new Helvetica weights 

Available now. Mergenthaler, Linotype, Stempel, Haas. 


a 
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To test the success of existing typefaces, it is not 
legibility (which has come to mean the 
recognizability of individual letters) that matters, 
but readability, or the way in which a typeface’s 
individual letters are effective when they are put 
together into words or sentences. 


This article was sponsored by 


The Mergenthaler Linotype Company 


Gillegibili¢y 


Didot Univers, 44 points of leading would hdve been 
necessary to reach the norm, and for the same reasons it 
was considered unsuitable to use more than 3 points of 
leading. 


3 The tests 


= The experiment was conducted on groups of 


In 1962, Design Magazine in England invited 


2 volunteers. Each individual read a different 


Dr. Christopher Poulton of the Applied ® typeface from those of his close neighbour. Both 


Psychology Unit of the Medical Research Council, 
Cambridge to carry out readability tests in which 
three sanserif faces (Gill Medium, Grotesque 215 
and Univers) and three serif faces (Modern 
Extended No. |, Bembo and Baskerville) were 
compared. 


* Setting up the tests 


3461} A480 - © YORI 


Each of 375 adults was given 90 seconds to read 
two passages (each of about 450 words) printed 
in one of seven different typefaces which were 
equated as far as possible for size. Two sizes of 
Univers were used because its x-height makes it 
appear unduly big: one sample was therefore 
matched to x-height and one for point size. 


Rate of comprehension was taken as the 
criterion, since the principal object of printed 
material is to convey information, and the more 
rapidly this can be done, the greater the saving in 
time for the reader. Comprehension of the 
selected passages — whose vocabulary was 
restricted to the 2,000 commonest words in the 
language — was tested by |0 open-ended 
questions which could be answered in a few 
words. The |0 questions, all of them factual 
rather than evaluative, were spread evenly over 
the whole text, so that a subject who had 80 per 
cent of a passage would be able to attempt eight 
questions. 


The experiment was made as sensitive as 
possible, first by setting a time limit for the 
reading so that differences in rate of reading and 
in degree of comprehension while reading both 
affected the result. Secondly, the time allowed 
was fixed to produce an average score for 
comprehension of 50 per cent, so that relatively 
small changes in difficulty would have the greatest 
chance of revealing themselves. Third, the size of 
type, the amount of leading between the length 
of line were chosen to be as nearly optimal as 
possible, so the lines and the only non-optical 
parameter, if any, was the typeface. Finally, each 
subject read two passages in the typeface he was 
being tested on, so that by the time he came to 
the second passage he would be reasonably used 
to that face. 


Text area 

It was-also necessary to control as far as possible the 
amount of paper covered by each typeface. Since the 

line length was fixed at 24 ems, this meant equating the 
vertical length of the passage (allowing for partly blank 
lines). With Bembo, this was done by adding an extra half 
point of leading between lines, so that the sum of point 
sizes and leading was 13 V2 points, compared with the 
norm of 13 points, With Grotesque 215 and the |0 Didot 
Univers, equating on length of passage would have 
meant reducing the sum of the point size and leading * 
from 13 points to 124 and || 4 points respectively and 
for typographic reasons this was unrealistic. Wth the 9 


its passages were printed in the same style, and 
the same passage was always read first. A pilot 
experiment on 30 volunteers at a Post Office 
training center had suggested that an average 
comprehension score of about 50 per cent would 
be obtained if the time allowed for reading each 
passage were restricted to 90 seconds. No time 
limit was set for answering the questions, but no 
one was allowed to start reading the second 
passage until everyone had finished answering the 
questions on the first. An additional answer sheet 
at the end of the experiment asked the 
volunteers to indicate familiarity with the topics 
of the passages, and also age, sex, occupation, and 
whether or not he wore glasses for reading. 
About two-thirds of the subjects came from the 
Post Office training center, and the remainder 


But this does not mean that the legibility altogether too individual to the Swiss typographers 
of individual characters is unimportant. If — (most of them ex-Bauhaus or else heavily 


the characters of a typeface have too influenced by ex-Bauhaus teachers) who were at 
much of afamily resemblance, its words _the heart of the sans movement, and has largely 
will also tend to look inconveniently been ignored by them. 


alike. (Conversely, of course, a typeface 

of markedly individual characters will * The man behind the face 

tend to distract the reader’s attention Eric Gill was born in Brighton, England in 1882. He 
from the words by causing him to stumble became apprenticed to an office of architects after 
over separate letters). leaving art school in 1807. The office was in 
London, where Gill was able to attend art school at 
the Central School of Arts and Crafts and he 
became a student and friend of Edward Johnston. 


If we examine Gill Medium and compare 
it with Grotesque 215, it can be seen that 
Gill, with its geometrical approach allied 
to humanistic letterforms, hasastronger As early as 1912, Johnston tried to coerce Gill into 
character differentiation than 215, which — working ona typeface for the Monotype 
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follows the traditional advertising sans Corporation — but it was not until 1927 that Gill 
serif where there is a tendency for finally did so. He worked on designs both for aserif 
characters to become similiar (look at face (Perpetua) and a sans serif face (Gill Sans), 


the g, R,p, and e of Gill). Andevenin 215, — which have similiar features to Johnston 

despite the face’s marked disadvantages — Underground. 

(its bad fit of certain characters, various 

features of bad cutting, etc.), there is still In his own lifetime, Eric Gill was principally known 
a greater differentiation between as a sculptor and stone cutter: He had radical 
characters thanin Univers, wheresome _ viewpoints, was outspoken and charismatic. His 
confusion might be caused by the width of _ friends and acquaintances numbered amongst some 


(mainly housewives) were from Cambridge. The the counters interacting with the of the famous of his day — Bertrand Russell, 

same proportion of each main group readeachof letter-spacing. Rupert Brooke, Henry James, and Virginia Woolf. 

the seven faces. The results of the volunteer who 

scored zero on both passages were discarded. =" The Development of sanserif Gill died in 1940 and is buried ina little cemetery at 
Sanserif, as we know them, were an outcome of Speen, England. He had designed his own 

Results the Industrial Revolution. With centralized tombstone: 

The results for comprehension are shown: factories producing goods for sale over a wide area, 

There were no reliable differences on the 5; competitive advertising was needed. The earlier Pray for me 

first passage, which familiarized the 8 craft shop signs were polite notices in standard Eric Gill 

volunteers with the procedure andthe _ alphabets, but competitive advertising required Stone Cutter 

particular typeface they had to read. On $ bold and new letterforms. With advertisement 1882 - 1940 


the second passage, reliability differences 
were found within the sans serif styles, 
Gill Medium and Grotesque 215 were 
equated as far as possible. And the larger 
size of Univers was equated on x-height. 
Statistically, the typefaces fell into 
three divisions: the first was Gill 
Medium and Modern Extended, the 
second Bembo and Baskerville, and 
the third Grotesque 215 and 
Univers. But the gap between first 
and second, and between first and 
third divisions was reliably large. 


It was surprising that Gill Medium was not 
outstripped by the three seriffed faces. 
This result shows that it is not necessarily 
the serifs, as has been claimed, that 
makes typefaces readable: so that some 
other factor must be looked for. The 
most striking difference between Gill 
Medium, Grotesque 215 and Univers lies 
in the shaping of individual characters. It 
is already known that text settings are 
read, not character for character, but | 
word by word or phrase by phrase (Dr. 
G.W. Ovink defines reading as “not the 
successive perception of single 
characters, but a combined process of 
perception of collective shapes of words 
or word parts and the assimilation, i.e., 
completion of the partly perceived words 
by inferring the omitted parts out of the 
already guessed meaning of the words”). 


competing with advertisement on the page, new 
and striking forms were sought to gain visual 


advantage. Main results of Dr. Poulton's experiment 

The block sanserifs were effective in the new Name Average comprehension 

media. They originated in England with the start of | and number Passage | Passage 2 

the second quarter of the 19th Century. It appears 

that they were initially called Gothic because of Bembo 270 50.8 49.0 

their original association with Gothic revival Baskerville 169 47.5 49,3 

architecture. Throughout the 19th Century, aflood Modern Extended 

of these relatively crude but effective advertising series7,No.!| 50.3 53.4 

letters appeared wherever advertising was Grotesque 215 52.8 47.1 

required. GillMedium 262 53.1 56.6 
Univers 689(10D) 47.6 47.5 

It was not until the 20th Century that outside Univers 689(9D) 47.8 45.2 

esthetic systems were applied to the sanserif letter 

form. 3 This article is set in Gill Sans Light, Gill 


. ~ Sans Light Italic, Gill Sans Medium, Gill 

The Cubist concern with geometric letterforms & 3 Sans Bold with subheads and emphasis 
spread throughout the arts. This concern with * in Gill Sans Extra Bold, 9on [1 point. 
perfect circles, equilateral triangles and strokesof Mergenthaler’s exclusive cut, on V-I-P 
even weight shows up in experimental sanserifs omy, includes: Gill Sans Light, Gill Sans 
and ultimately lead to Paul Renner’s Futura. Light Italic, Gill Sans, Gill Sans Italic, 

Gill Sans Bold, Gill Sans Bold Italic, Gill 
A separate development of the early 20th Century Sans Extra Bold, Gill Sans Ultra Bold, 
was the humanist or pen-drawn sanserif, perhaps Gill Sans Condensed, Gill Sans Bold 
best typified by Edward Johnston’s Underground Condensed. 
lettering. New. 

Available now. 
Gill Sans combines a concern with humanistic and Mergenthales Linotype, Stempel, Haas 
geometric letterforms. Gill, however, went for his 
inspiration back to Trajan and Jenson letters, and * from Design Magazine 
this mixture gave his designs a markedly « Mike Parker 
idiosyncratic flavour. Asa result, it was considered * from Robert Speaight 
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THE STORY OF COOK’S CIRCLE 


ay Mce upon a time there was a 
SY/ character called “Z”. One 
WH night he had a strange 

Ne dream of his sleek symmetri- 
oc fvemne Cal body DISTORTING. 
ur rN Amazed by this, he called 
ue =" upon his seven best friends, 
only_to find out that they too were con- 
torted. Putting their heads together, some- 
body suddenly realized they were forming a 
unique shape. Then “N” stretched himself 
out in excitement. “Wow, that’s nifty!” 
They twisted into thirds three times? “Oh, 
just think of the endless possibilities! We 
could go around like this forever!” they 
cried. Excited exuberance electrified 
everyone. Exhilarated beyond control, 
they danced off out of sight to share their 
discovery with those who would listen. “It’s 
our duty to tell the world that perfect circles 
are possible. Type can easily be used in 
circular designs without time consuming 
layout and messy guidelines. Just a simple 
thumbtack and pivot point would be 
needed.’’ Dreams of accuracy, ease, 
economy and unlimited application are a 
joyous reality. 
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Cook's Circle i tl ilable in fi AW Osa 
: sijiae. sole Uh binek ce wlitel andl Guinn ESA SS 
® ’ ’ 
m, : with characters facing in or out of the central SS SAS SS 
oe point. Each style comes in a two-sheet set bh SEo5) : =: 
ofo with seven different type sizes per sheet. The a Cre ni 
° y design of this new type style is exclusively Coe it vy Li, 
made, possible only by Zipatone. Re wm | Ul 
. See your dealer or write Zipatone ee My 
ae 
he ie ° di 
ve ZIDAIONE 
J ect 150 Fencl Lane, Hillside, Ill. 60162 
way Hp 
® iM Ds 
® 
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ANXIOUS is the only way to describe my 
condition as | await my free COOK’S 
CIRCLE and 8-PAGE IDEA BOOK. 
PLEASE HURRY! 

O Cook's Circle & Idea Book 

Zipatone Products Catalogue C2 Wall Chart of 200 Type Styles 


C1 New Typeface Samples and Brochure 
Full Line of Zipatone Products and Samples 
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Name 


; Address 


City State. Zip 
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Introducing the Graphitek 430 System from Itek. 


3S 
2 
> 


> ea ala ees Sabena: 


Finally, there’s a single, 
compact, completely auto- 
mated system to let you 
control more graphics jobs.. 
with incredible ease. 

For design studios, ad 
agencies, and in-house 
graphics and printing depart- 
ments who can’t 
wait for pick-ups 
and deliveries. For 
countless others 
who need speed 
and versatility, too 

Introducing the 
Graphitek 430 System from 
Itek. It’s ingenious. 

More than a camera... 
more than a processor. It’s 
the surest way to creative 


Film negs, film positives, paper negs, and paper positives from 
one versatile system. Mezzotints and special screens, too! 


freedom and creative control. 
Yet, it couldn’t be simpler. 

Slip in any of 4 cartridges. 
For film negs. Paper 


From 
start to finish. 
Position stats. Type repros. 
Surprints.. ess 
Overheads. 
Great 
results. 


Or paper negs. 
Zoom the 
original to size 
and focus with 
: automated 
controls. Down to 50%, up to 
200% in one shot. Fast! 


‘cycle’ button, and 


a No surprises. Graphitek’s viewing screen | 
lets you see exactly what you'll get. 


positives. Film positives. 


The viewing screen lets you see: 
exactly what you’re shooting. 
A whole new point of view! 
Dial sizes up to 12”x18" 
Snap in screens f0Y sinciesysrem 4 
halftones. Press the vou don't change 


chemicals from 
job to job. 


watch the 430 respond. 
» Results in just 2% 
minutes. Dry. Sharp. 
~ Just what you want, 
when you want it. 

There’s no dark- 
room labor, because 
there’s no darkroom. 
All processing is self-contained. 

See for yourself what 
full-time control can mean. 

The Graphitek 430 System. 

A brand new way of 
looking at graphics production 
and total systems economy. 

Get acquainted... and 
ae charge. 


f Itek Graphic 
Products 
Marketing Services Department 


i Box 509 
4 Rochester, New York 14602 


i CO] Please have an Itek Sales Rep 
give me a call. 
I’d like to get my hands on the 
Graphitek 430 System. 

CI need more information right 
now. Send me the facts. 


I need the Graphitek 430 for: 


The Graphitek 
430 System. 

What will we 
think of next? 


NAME 


DEPARTMENT TITLE 


COMPANY TELEPHONE 


CITY STATE ZIP 


Graphitek™ is a registered trademark of ltek Corporation, Lexi 


ngton, Mass. 
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ertnold... 


simply a 
matter of 


Did you know that Berthold is perhaps 
one of the oldest type foundries in 
existence? No? Well, now you know. 

It’s a fact we're very proud of. For over 
a hundred years, Berthold has been 
producing top quality typefaces. We 
think you'll agree, that with a heritage like 
that, we have good cause to feel proud. 
Our business is typography .... Fast 
producing typography ... quality 
typography, that’s what we’re known for. 


Did you know that Berthold also manufactures 
phototypesetting equipment? No? Well, we do-and 
have been doing so since its introduction in 1958. 
Our products are better than anything else you'll 
find anywhere! Sounds too good to be true? Well, 
we'd be delighted to provide the opportunity for 
you to completely determine this for yourself. Just 
ask us! We'll give you a demonstration that will 
speak for itself. 


From Berthold, a subsidiary of H. Berthold AG- 
* Diatype ° Diacomp ° Diatronic + Starograph 
* Staromat * Staromatic * FK45 Camera ° Dialiner 


ride 


| Please phone to arrange to come in for a demon- 


stration in your area, or write us for further 
information. 


berthold fototype company 

59 Willet Street 

Bloomfield, New Jersey 07003 
Telephone: (201) 429-8800 


In Chicago, Telephone: (312) 449-5827 
In Los Angeles, Telephone: (213) 645-7112 
In Toronto, Telephone: (416) 789-5219 


We set this advertisement on BERTHOLD’S Diatype. 
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Clip Book of Line Art 


TAKE ANY & FREE 


with a short trial subscription to 
America's top clip-&-paste art service 


That’s right! Pick any five of the very 
latest ‘‘Clip Books of Line Art’’ shown here 
in miniature. Each is a brand new 1975 
collection of fresh illustrations, ready to 
clip and paste. Take five bread-and-butter 
books—the big time and money savers 
you'll need most in the weeks ahead. 

Yours to clip and paste without extra 
cost, without extra reproduction fees. 
Your gift with a limited trial subscription 
to the original “Clip Books” at a low in- 
troductory rate. No further obligation. 
Nothing more to buy! 

Awhole new world of wonderfully good 
art at an average of less than $2.50 a week! 
And, you'll use the art effectively in com- 
pany publications, newspapers, trade 
papers, bulletins, booklets, circulars, di- 
rect mail, TV, audio visuals, dealer aids, 
collateral material. 

You'll clip and paste an art proof just 
like an original illustration (which it is) for 
each is pure black-and-white line. Ready 
for a simple camera shot—no hard-to- 
handle halftones. Reduce, enlarge, use 
same size. Print handsomely by offset, let- 
terpress, silk screen, gravure, etc. 

The ‘‘Clip Books” are strong on hand- 
some realistic illustrations—best in the 
field! And, the art reflects today’s fash- 
ions, hair, etc. since it’s drawn for each 
month’s new books. Plus useful decora- 
tive, humorous spots. All the current art 
styles—pen & ink, dry brush, litho crayon, 
felt point, etc. 

The ‘Clip Books” will help you beat the 
shortage of skilled professional help, cut 
art and production costs, meet and beat 
deadlines. You'll whip out handsome 
printed pieces on short notice and an 
even shorter budget! 

But please don’t let the low price mis- 
lead you! The art is used in many ways by 
many of America’s top firms—some for 
over 23 years. They’d willingly spend 
more, but there is no better ready-to-use 
art at any price. 

Our 23 years of leadership in the field 
assure you of top creativity, taste and 
quality. Many art studios, ad agencies, 
creative printers, etc. use the art profitably 
on a custom basis for individual clients. 
(The art, however, may not be resyndi- 
cated for multiple resale.) 

The art is faithfully reproduced on 
“Kromekote”’ repro stock with the 5x8- 
inch pages printed one side only. Two 
12-page and two eight-page books 
monthly for five months. Plus a matching 
index folder on each, with all art repro- 
duced in half size. For fast look-up, as a 
quick source of smaller art proofs. 

The cost? Only $59.95 for five 
months—10 12-page books, ten eight- 
page books, 20 index folders. Plus your 
choice of any five gift books with indexes. 
(Save! Enclose check with order and de- 
duct 5 percent—only $56.95, postpaid!) 
Use the coupon at lower right and start 
saving time and money. 

(This trial offer is for new subscriptions 
only. None of the current books shown 
may be purchased separately.) 


Christmas 


Clip Book of Line Art 


EXECUTIVES 


Clip Book of Line Art 


Clip Book of Line Art 
ae ry 


ETY 


lp Book 


yi RA 
Clip Book of Line Art 
TELEPHONES 


Clio Book of Line Art 


Clip Book of Line Art 


aaa ey 


51 


OCCUPATIONS 


Clip Book of Line Ar 


Clip Book of Line Art 


ee ee 


VES! WE'LL TAKE THESE & FREE 
(Sal? eee 


(We've listed our bonus books by number above) 


VOLK CORPORATION, BOX 72L 
PLEASANTVILLE, N.J. 08232 


Please rush the five gift books which we've 
listed by number above. We will be free to clip 
and use the art without extra cost in connec- 
tion with our limited 5-month trial subscription 
to the “Clip Book of Line Art’ at only $59.95. 
No further obligation! Send us each of the five 
forthcoming monthly issues (4 books and 4 
indexes in each) by mail or UPS. Invoice us for 
$59.95 which includes postage. 

C1 We wish to save five percent (your book- 
keeping and billing costs)—our check for 
$56.95 in full payment, is enclosed. (Outside 
USA: payment, in U.S. funds, with order. In 
N.J. include 5 percent sales tax.) 


ee ee ee a ee a Pe 


City, State, Zip Code 


- What doyougive 
the ait director who 
has everything? 


A Mergenthaler 
Linocomp; a dozen 
ITC typeface grids, 
abrush up course in 


*The Mergenthaler Linocomp is a low-cost, easy-to-operate, time, money, and space-saving piece of typographic equipment for setting text and display type that even a 
mechanically inept art director can learn to use in no time at all. Complete information on the Linocomp will appear in the next issue of U&lc. If you can't wait, write to: 
Mergenthaler Linotype Company, P.O. Box 82, Plainview, N.Y. 11803. Maybe you're an art director who, ostensibly, has everything...but hasn't. 


Plover process 
tor watermarking 
business Stationery 


® Economical—Low minimum order,* this new Plover proc- ® Easy to Have—tnitial orders will be filled rapidly. The pri- 
ess watermarks paper efficiently. Now, for the first time, vate mark can be placed in any position desired. 
minimal quantities can be private watermarked by the New @ Easy to Order—Contact your local Plover representative 
Mark Process at low cost. or...write or call Gene Shannon, Plover Papers, Port Ed- 
@® Prestige—Having the corporate identity on business wards, Wisconsin 54469 Telephone: (715) 887-5389 
stationery immediately adds prestige and an aura of quality 
to the image. 
® Protection— Paper carrying your customers’ watermark *50,000 814’x11" letterheads 
guarantees it to be theirs and theirs only. It becomes a cer- Design sketches of proposed mark furnished without charge. 


tification of source for legal documents, contracts and fi- 


i Now available. New Plover 
“EXPERIMENTS IN LETTERHEAD 
@ DESIGN” brochures. See coupon below. 


nancial statements, etc. 


Please deliver an “EXPERIMENTS IN LETTERHEAD DESIGN” Brochure 


7 


To: Name 


Company 
Title. 
Address. 
City_ ee LAOS Zip_ 


Mail to: Gene Shannon 
Plover Papers 
Port Edwards, Wisconsin 54469 
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HOW THE *#2Z! 
DOES HE JUSTIFY - 
$250 IN STATS 
WHEN WE CAN 
OWN A DUOSTAT 
MACHINE FOR 
$100°A MONTH 


4 Se 


HE CAN’T 


Not when times are so rough 
and DuoStat is so easy. Like an 
office copier; dial a size and 
push afew buttons. In seconds, 
automatically and without 
plumbing or darkroom, repro- 
quality razor sharp stats or . 
veloxes enlarged or reduced 
from 255% to 40% are made. 
A single photographic solution 
with no critical temperature 
control and no warm-up time 
means you need only a regular 
20 amp electrical outlet. 


11 MODELS TO CHOOSE FROM Imagine, an 8x10 stat or 
UP TO 18x 24. velox for only 32 cents 
and... no more missed 


the E _ deadlines. 
uostat “Based on individual credit approval and prevailing leasing terms. 


Offices in principal cities Syst 


P. O. Box 187 — 114 Beach St., Rockaway, N. J. 07866 Phone (201) 625-4400 DIAL TOLL FREE (800) 631-9353 


The dynamic 
phototypesetter 


Pacesetter . . . constantly improving —in reliability, 
quality of output and its productive capabilities. 


The evolution of the Pacesetter has been 
one of adaptation to user requirements. 
Initially it became the standard to which 
all second generation phototypesetters 
were compared, with its unequalled 
font/size ranges, mixing abilities, 
programmability and its reputation for 
“running the longest with the least 
maintenance.” Today, there are 25 user- 
oriented models that fit all composition 
requirements and budgets, including 
those of the most discriminating 
typographer. Here are but a few of the 
more recent improvements that are 
standard or optionally available with the 
Pacesetter line to make it unsurpassed in 
productive capacity and output quality. 


Compare the Pacesetter with any other 
phototypesetter .. . today. 


Write or call for all the details. 


Expanded Type Library - More than 1000 
typefaces including the latest 
contemporary and royalty faces. 


Standard and Segmented Matrix Discs - 
Now user has choice of standard 4,8, or 16 
font discs that never wear out or change 
character alignment; or individual 108- 
character segments for Mark 1. 


Exposure Control -, Programmable control 
of exposure by user permits optimum 
density for all typefaces in font dress (e.g. 
light scripts with heavy display). New fast 
on-off flash control increases crispness of 
character definition. 


Reverse Leading - Up to 22 inches is 
standard on all models. 


, Make 
’ 

ERE GONE | 

| Send new Pacesetter brochure CT | 
| Have representative call [_] os am | 
l | 
Name | 
l Firm | 
| Address | 
| City | 
| Sate | 
| Tel. | 
| 355 Middlesex Avenue | 
| y 2 Wilmington, Massachusetts 01887 l 
| Dymo Telephone: (617) 933-7000 
| Dymo Graphic Systems | 


Ad set in Dymo Graphic Systems’ “Chelmsford” series. 
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Units and Letterspacing 


_| il Ii 


36-POINT EM 36-POINT EM 72-POINT EM 
DIVIDED INTO DIVIDED INTO 
18 UNITS 18 UNITS 


The unit is to phototypesetting what the point is to linecasting. 
In other words, an understanding of the unit is essential to . 
the use and control of letterspacing in phototypesetting. 

(9 POINT ITC SOUVENIR LIGHT SET WITH “PLUS 4 UNIT” LETTERSPACING) 


The unit is based on the em, which is the square of the type 

size (a 36-point em is 36 points square). The em is subdivided 
into smaller sections called “units”” The number of units to the 
em varies from one manufacturer to another, but for this dis- 
cussion we will use one of the most common divisions — 18 units 
to the em. 

(9 POINT ITC SOUVENIR LIGHT SET WITH “NORMAL” LETTERSPACING) 


The size of the unit, like the size of the em, varies from one type 
size to another. For example, in an 18 unit to the em system, a unit 
of 72-point type is larger than a unit of 36-point type. Asimple - 
method of determining the size of a unit in points is to think of it 
as 1/18 of the type size: a unit of 72-point type would be 4 points; 
36-point type, 2 points; 18-point type, 1 point; and 9-point type, 

¥ point. 

(9 POINT ITC SOUVENIR LIGHT SET WITH “MINUS % UNIT” LETTERSPACING) 


When specifying phototype with letterspacing or minus letterspacing, 
always indicate the amount of spacing in units, or in some cases ¥2 

units. Needless to say there is a limit to how much space can be removed 
before the letters start to touch or overlap. 

~ NOTE: when experimenting with letterspacing, it is always a good policy 
to have a type sample set before proceeding with the entire job. 

(9 POINT ITC SOUVENIR LIGHT SET WITH “MINUS 1 UNIT” LETTERSPACING) 


Adapted from James Craig’s Production for the Graphic Designer 
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THE VIAN swivel KING oA 


FILM-CUTTING KNIFE. 


e Handle adjusts to any position yet 
holds cutting edge vertically. 


e Keeps hand, shadows away from 
working area for unobstructed 
visibility. Lets you get close with a 
glass. 


e Exclusive Ulano ball bearing swivel TO ORDER: Send check or money 


lets you cut curves without twirling order (for $25.00 each postpaid) 


a 
gE 
i 
a 
ii 
a 
& 
a 
your fingers or lifting your hand. with shipping instructions to: : 
| 
5 
Ge 
ft 
a 
i 


ONLY $25.00 Ula ne. 


210 E, 86th St., New York, NY. 10028 
Fe SS OS, Ga a ka A a 


Unbelievable? 


Bat True? 


a LARGE 10"x 15” 
sheet 


DRY TRANSFER 
LETTERING 


$1.00 


Buy Direct and Save? 


Se ee ee RE ae ag a 


This sheet is comparable to brands selling for $3.50 - $4.00 and . 
$4.58 per sheet. Sharp clear printing (suitable for reproduction) Pressure Graphics, Inc. 
and a heat resistant adhesive compliment our Unbelievable low 1725 Armitage Court 

rice, Join the thousands of satisfied customers already using ; : , 
ERESS-SURE LETTERING’. Available only from PRESSURE Addison, Illinois 60101 
GRAPHICS (not available through dealers), 50 write for free (312) 620-6900 


samples and complete typeface listing..... 


Hermann Zapf MANUALE ORECCHI ALLE PAROLE DE 
TYPOGRAPHICUM ABC 


sbedefyhyhimaopgratwvways 


DEE G Hil 


ABLOLYGHH}KLMNOPQRSTEVWAYZ 


JKLMNO 
PQRSTU 


ARCDERGHISLMISOPQRS LOUWATE 


VWXY 


sbvefbydimnopyriveressceNM 


Z 
Z-PRESSE FRANKFURT 
A NEW YORK MCMLXVII! MORTI: LEGGERE LE BONE 


[e) 


400 typographical arrangements 
with considerations about types, 
typography and the art of printing 


selected from past and present, 


QUELLI CHE PRESTERANN 


printed in eighteen languages 


‘OPERE E OSSERVARLE : LEONARDO DA VINCI 


FELICE FIEN 


ABICDI 
EIFGHII 
JKLIMN 
lOPIOIR 
SIT UIV| 
IWIXY Z 


met ogee oa 
ae Prem tn 


ABCD | 
EFGHI 
JKLM 
NOPOQ 
RSTV 
WXYZ 


OR FEELING OF THEIR TIM 


DENw:SCHRIFFT 

¢GIESSERN:ISToe 
AN: GROSS: 
NN:WANNE 
SIE-NICH"WARx 
NHATE-MAN®& 
sKEINE-BUCH-i 
"WO- KEIN 
ICHSTABEN 


BLSVL IHL G3L3199¥ SAVMITV 3AVH S3dAL 


* DANIEL B.UPDIKE * TYPOGRAPHY IS CLOSELY 


ABRAHAM A SANTA CLARA 1699 


ou 
(typogra hic) 


Minus Leading 


Minus leading, made possible by the advent of phototypesetting, 
means that type is set less than solid. This means that the 
distance from baseline to baseline is less than the point size of 
the type itself (for example 9/8, 14/12, 24/20). 

(9 POINT ITC SOUVENIR LIGHT SET WITH ONE POINT LEADING) 


When setting type —especially text type —with minus leading, 

the designer should make sure that the design of the typeface 
allows for the removal of space between the lines of type. If 

too much space is removed, the ascenders and descenders will 
touch or overlap. Some eee such as Helvetica and Century 
Expanded, have large x-heights and therefore very little visual 
space between the lines. When set with minus leading they tend 
to appear very crowded. Futura and Garamond, on the other 
hand, have small x-heights and can stand some minus leading. 

(9 POINT ITC SOUVENIR LIGHT SET SOLID 9/9) 


When setting text type, minus leading is indicated as shown 
above: type size first, then a slash, then baseline-to-baseline 
measurement. With display type, however, it is often simpler to 
specify the desired amount of white space between the lines. 

is can be stated in points or fractions of an inch, although 
most typographers prefer to work with points. 


(9 POINT ITC SOUVENIR LIGHT SET WITH MINUS % POINT LEADING) 


Because most type specimen books do not show samples of 


minus leading, the amount of space that can be removed is 
largely a matter of guesswork. So it is advisable to have a type 
sample set before setting the entire job. 
Warning: when working with minus leading, the designer should 
be aware that it is almost impossible to strip in new lines of type 

: when panne corrections in mechanicals or makeup. This may 


mean having to reset entire paragraphs in order to make the 


necessary corrections. 

(9 POINT ITC SOUVENIR LIGHT SET WITH MINUS 1 POINT LEADING) 
Here are 100 typographic pages with quotations from 
the past and present on types and printing in 18 
different languages. English translations and list of 
authors in the back. Selected and designed by 
Hermann Zapf, the creator of Optima, Melior, 
Palatino and many other widely used contemporary 
typefaces. Stimulating to the eye and the mind. 
118 pages. 84 x 12. $75.00. To order circle #131 in 
U&lc order coupon on page 63. 


Adapted from James Craig’s Production for the Graphic Designer 
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tarting now, when you largest in the world), you'll E Pe 
use Birmy, you get Mergen- _also have access to all U Rp 
thaler’s new “Typography the new faces released by - i 

Plus’ package in the bargain. Mergenthaler and ITC. : 
Thataeens besides eur re Nord with our new ~ MASKING FILM CAN - 

regular Phototext ergenthaler package, we BE il AD in A PAD 
; have a whole new com- | = g 
puter setup. It gives q Ulano® Rubylith® and Ulano Amberlith® are always available [jj 
you three times better E in big rolls and packaged in tubes. And in sheets. Cut to your jj 
letter fit, a whole raft of r customers’ specifications and crated. ; " 
oof ae new refinements in Now we've got them in pads. To make it easier for artists to E 
== automatic typography, E use masking film. Because the sizes—8%" x 11" or 11" x 14" 
and faster service than you Bi are handy and manageable. The pads come with 25 sheets, € 
could ever get before. gz perfect for art boards, photo outlining and color separation on E 
Anywhere. | mechanical art. But, for information on our pads, be sureto 
Birmy and Mergenthaler. r mail in our coupon. Mail it now! | 
For the new faces of "76. = a ai 
MAIL TO _ 
Birmy Graphics E vlan iD DEPT. 139 | 
324A NW.21 Terrace a 210 E. 86th St., New York, NY. 10028. - 
Miami, Florida 33142 HB name 

(305) 633-5241/635-0482 B company & 
Send for our i 
specimen book. mw Aooress Pi 
Bi city. State | 
@ Phone No. (Area Code) @ 
fi “Ulano! “Rubylith; and “Amberlith” are registered trademarks of the Ulano companies. Ei 
2h hee ee 


IF YOU ARE NOT NOW RECEIVING 
U&le AND WOULD LIKE TO BE 
PLACED ON OUR MAILING LIST, 
PLEASE COMPLETE THE 
INFORMATION ON THIS FORM 
AND MAIL TO U&LC, 216 EAST 


45 STREET, NEW YORK, N.Y. 10017 


NAME 


FITLE 


COMPANY 


ADDRESS CITY STATE 


SIGNATURE 


ZIP 


rrelecpees CLASSIFICATION 
eck one only, 
(a) Printer (Commercial, forms, etc.) 
(b) ____ Typesetting, Composing 
(c) Advertising Agency, Art Studio, Design 
(d) _____ Newspaper, Magazine 
(e) ___ Book Publisher 
(f) ____ Packaging 
(g) Internal Printing (not for resale) 
(h) —_ Education 
(i) Libraries 
j) ——— Government 
(k) ___ Corporation advertising, design, promotion 
(1) _ Student 
(m)____ Other 


MY PRIMARY JOB FUNCTION IS: 
(Check one only) 


(n) Artist, Illustrator 

(o) —__ Art Director, Creative Director 
(p) Pasteup Artist 

(q) ——— Type Director 

(r) Graphic Designer 

(s) _____ Advertising Manager, Sales Promotion Manager 
(t) Production Manager 

(u) Printing Buyer, Purchasing Agent 
(v) Principal, Officer 

(w) —— Other. 

NUMBER OF PERSONS EMPLOYED 

IN YOUR ORGANIZATION 

(1) 61-9 

(2) ____ 10-19 

(3) ____ 20-49 

(4) ____ 50-99 

(5) —_ 100-249 


ot erie ieee ad hwy eee Sata ee ae ee eS aes See She Se aaa 66 a SOS 5 eS Re See SS hie Se ees 


(6) ——_ 250 and over 
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WHEN A DESIGN STUDIO MANAGER. 
CHOOSES PHOTOLETIERING 
GHANCES ARE ITS 
PHOTO-LETIERING INC 


ee a en Rene ee 
“For years Photo-Lettering, Inc has been the choice for all my 
graphic needs. This is the one studio that's got it all together. 


They have the largest selection of alphabet styles I’ve ever 
seen, so the possibilities afforded me are limitless. They can 
also tailor any design idea to my exacting requirements. With 
the variety of services they offer, and their cooperative staff, 
Photo-Lettering, Inc. provides the ingredients for the success- 
ful outcome of my jobs. Many times my deadlines are tough to 
meet, so I expect top efficiency from my suppliers. 
Photo-Lettering, Inc. always comes through.” 

George Leavitt, Studio Manager: Milton Glaser Inc. 


PHOTO-LETTERING INC 


216 EAST 45 STREET: NYC10017:212/MU2-2345 


Design #123 
Vol, 2 


THE 
BORDER 
HOARDER!" 


45 super designs to boggle your 
creative mind! Available in 3 vol- 
umes . . . just clip and paste, cut 
and splice, blow-up or reduce. 
Great for those low-budget quick- 
ie jobs. By far, the most compre- 
hensive collection of contempo- 
rary borders available today. 


Desi 
ign 
Vol. 3 #135 


If you live in the West... 


We're 
“The V-I-P Typographer Near You” 


Why send your typographic orders to some obscure place 
way across the nation? Send them to an obscure place in California— 
San Luis Obispo. We’re not exactly next-door, 
but then we're one-heck-of-a-lot closer than New York. 
We have telecopiers for taking your order over the phone, 
and we ship to Los Angeles and to the San Francisco Bay Area every day 
(it takes as little as six hours!). 


So next time you.are about to send that type order off to Kalamazoo... 
think about us...in San Luis Obispo. And think about our V-I-P, 
our many typefaces and our complete camera services. 

We're as close as a phone call away...and remember, 
you’re not calling Manhattan. 


Send BORDER HOARDER(S) 
as indicated. Our check is enclosed. 
(Each Volume contains 15 designs in two sizes) 
(Vol. 1 + (1 One Volume $15 


(Vol. 2 (Any two Volumes $25 
CJ Vol. 3 CIAI three $35 
(J Send literature only. 


| Tintype Graphic Arts 
es % 798 Santa Rosa Street 
RICHARD SCHLATTER DESIGN San Luis Obispo, California 93401 
es CEN hen 805/544/9789 
a ORDERS OUTSIDE U.S.A. ADD $2.50 POSTAGE. yy Vol 1 


ADDRESSOGRAPH-MULTIGRAPH CORP. 


VARITYPER DIVISION 

11 MT, PLEASANT AVENUE 
EAST HANOVER, N.J. 07936 
(201) 887-8000 
Phototypesetters and Photo- 
lettering Systems 


ALPHATYPE CORPORATION 
7500 McCORMICK BOULEVARD 
SKOKIE, ILLINOIS 60076 

(312) 675-7210 

AlphaSette and AlphaComp 
Phototypesetting Systems 


*AMERICAN TYPE FOUNDERS CO., INC. 
200 ELMORA AVENUE 
ELIZABETH, N.J. 07207 
(201) 353-1000 
Type Division 


ARTYPE, INC. 

345 EAST TERRA COTTA AVENUE 
CRYSTAL LAKE, ILLINOIS 60014 
(815) 459-6220 

Dry Transfer Letters 

Cut Out Letters 


AUTOLOGIC INC. 

1050 RANCHO CONEJO BLVD. 
NEWBURY PARK, CALIF, 91320 
(213) 889-7400 

APS-4-CRT Phototypesetter 

and Typesetting Systems 


H. BERTHOLD AG 

1000 BERLIN 61 
MEHRINGDAMM 43 
GERMANY 

(030) 69031 

Diatronic, Diacomp, Diatype, 
Superstar, Staromatic, 
Staromat, Starograph, Diatext 


BERTHOLD FOTOTYPE 
59 WILLET STREET 
BLOOMBFIELD, N.J, 07003 
(201) 429-8800 


J. BOBST ET FILS SA 

BOBST GRAPHIC PHOTOTYPESETTING 
DIVISION 

CH-1001 LAUSANNE 

SWITZERLAND 

(021) 350521 

Eurocat 


DR. BOGER PHOTOSATZ GMBH 
2 WEDEL IN HOLSTEIN 
RISSENER STRASSE 94 
GERMANY, 

(04103) 6021-25 

Manufacturers of Copytronic 
Phototext Composing Machines, 
Film Fonts, and Copytype 
Photolettering Systems 

and Fonts 


CELLO-TAK MFG., INC. 

35 ALABAMA AVENUE 
ISLAND PARK, L.1., N.Y. 11558 
(516) 431-7733 

Dry Transfer Letters 


CHARTPAK 

ONE RIVER ROAD 
LEEDS, MASS., 01053 
(413) 584-5446 

Dry Transfer Letters 


COMPUGRAPHIC CORPORATION 
80 INDUSTRIAL WAY 
WILMINGTON, MASS. 01887 
(617) 944-6555 

Photo Text and Display 
Composition Systems 


DEANS GEOGRAPHICS LTD. 
1110 SEYMOUR STREET 
VANCOUVER, B.C. CANADA 
(604) 685-8236 

Dry Transfer Letters 


DYMO BELGIUM N.V. 
P.O, BOX 3 

ST- NIKLAS (B2700) 
BELGIUM 

(03 76) 6980 101 
Visual Systerns Division 


ITC SUBSCRIBERS 


355 MIDDLESEX AVENUE 
WILMINGTON, MASS. 01887 
(617) 933-7000 
Phototypesetting Systems 
and Equipment, Film Strips, 
Standard and Segmented 
Discs, and Digitized Fonts 


FILMOTYPE 


SKOKIE, ILLINOIS 60076 
(312)675-7210 
Film Fonts 


FOTOSTAR INTERNATIONAL 
15450 EAST VALLEY BLVD. 


(213) 333-2600 
FotoStar Display Setting 
Machines, 2" Film Fonts 


HARRIS CORPORATION 


DIVISION 

P.O, BOX 2080 

MELBOURNE, FLORIDA 32901 
(305) 727-4790 

Fototronic 4000, TXT, 1200, 
CRT 7400, 7450 


ST. GEORGE'S HOUSE 
195/203 WATERLOO ROAD 
LONDON SE1 8XJ 
ENGLAND 

(O01) 928-0488 

Dry Transfer Letters 


LETRASET USA INC. 

33 NEW BRIDGE RD. 
BERGENFIELD, N.J. 07621 
(201) 387-0700 


MECANORMA 
PARIS, FRANCE 


(484 83 40) 
Dry Transfer Letters 


S, e@UMITED 


DYMO GRAPHIC SYSTEMS, INC. 


7500 McCORMICK BOULEVARD 


CITY OF INDUSTRY, CALIF, 91746 


HARRIS COMPOSITION SYSTEMS 


LETRASET INTERNATIONAL LTD. 


78610 LEPERRAY-EN-YVELINES 


MERGENTHALER DRIVE 
PLAINVIEW, N.Y, 11803 
(516) 694-1300 

Linofilm, Linotron, 
Linocomp, V-I-P 


MGD GRAPHIC SYSTEMS 
ROCKWELL INTERNATIONAL 

2735 CURTISS STREET 

DOWNERS GROVE, ILLINOIS 60515 
(312) 963-4600 

Information Products Division 


3M COMPANY 

3M CENTER 

ST. PAUL, MINN. 55701 
(612) 733-1110 

Promat Letter Compositor 


SALFORDS, REDHILL, 

SURREY, ENGLAND 

REDHILL 6 5959 

Visual Communications Equipment 


NORMAGRAPHICS 

DIV. OF KEUFFEL & ESSER CO. 
20 WHIPPANY ROAD 
MORRISTOWN, N.J. 07960 
(201) 285-5000 

Dry Transfer Letters 


8540 WEST WASHINGTON BLVD. 
CULVER CITY, CALIF. 90230 
(213) 870-4828 

Spectra Setter 1200, 

Visual Display Setter, 

and 2" Film Fonts 


PRESSURE GRAPHICS, INC. 
1725 ARMITAGE COURT 
ADDISON, ILLINOIS 60101 
(312) 620-6900 

Dry Transfer Letters 


BP QUANTITIES OF EAISLY 


ISSUES FOR SALE 


ITC 


= 


MERGENTHALER LINOTYPE COMPANY 


THE MONOTYPE CORPORATION LTD. 


PHOTOVISION OF CALIFORNIA, INC. 


PROTYPE, INC. 

89 WEST 3RD STREET 

NEW YORK, N.Y. 10012 

(212) 673-7944 

Visual Display Phototype- 
setting Systems and Film Fonts 


*D. STEMPEL AG 
HEDDERICHSTRASSE 106-114 
FRANKFURT AM MAIN-SUD 
GERMANY, 

(061 1) 6068-1 
Type Division 


TACTYPE, INC. 

43 WEST 16TH STREET 
NEW YORK, N.Y. 10011 
(212) 924-1800 

Dry Transfer Letters 


TECHNOGRAPHICS/FILM FONTS 
8540 WEST WASHINGTON BLVD. 
CULVER CITY, CALIF. 90230 
13) 870-4828 

Film Fonts, Studio Film Kits 

and Alphabet Designers 


VISUAL GRAPHICS CORPORATION 
5701 N.W. 94TH AVENUE 
TAMARAC, FLORIDA 33321 

(305) 722-3000 

Manufacturer of Photo 

Typositor and Original 

Typositor Film Fonts 


ZIPATONE, INC. 

150 FENCL LANE 
HILLSIDE, ILLINOIS 60162 
(312) 449-5500 

Dry Transfer Letters 


“ITC typefaces not available at this time. 


The publishers of U&lc have available some 
copies of earlier issues. There is a. charge of 
4.50 each, to cover mailing, handling and 
paper work. Presently available are Volume 1 
No, 2. and No, 3, Volume 2 Nos. 4, 2, 3, and 4. 
Please send your check, payalle to ITC. 


Specify 


Volume and Issue Number, and mail 


to International lyoeface Corporation, 
216 East 45th Street, New York, N.Y.10017, 


These handsomely designed, colorful ITC specimen book- 
lets are available for your personal use and collection. To 
obtain the entire set, or the booklets of your choice, com- 
plete this order form and mail to us. All orders must be 
accompanied by a remittance. No CODs, or purchase or- 
ders without remittances, can be handled. Future issues of 
U&lc will continue to introduce new ITC typefaces for use 
in photocomposition, display and transfer letters. Type 
specimen booklets will be prepared for each new typeface. 
Each booklet will illustrate all available weights of the 
typeface, in a range of sizes from 6 point to 24 point, plus 
a sampling of display sizes. The back of each booklet con- 
tains a copyfitting chart for your use in specifying. Start 
your collection of ITC typefaces now. 


eee acl ah age eG a a i Ty a 
it Pri Total 
| ty. Unit Price Tot inte ypetace | 
| American Typewriter... . 75¢ 216 East 45th Street | 
| ——_ Avont Garde Gothic ...... 75¢ New York, N.Y. 10017 (212) 371-0699 I 
SS Avant Garde Gothic Cond. . a | 
| ——— FrizQuadrata.......... 75¢ I 
| Korinnd Gu:'.,3s 2238985 75¢ Nome | 
| LubalinGroph ......... 75¢ | 
ai. oe 

| NG WHOM i655 rice aoa one 75¢ pany | 
] SerifGothic............- 75¢ I 
| SOUVORIES cote ees 75¢ Title | 
| TINIIY so site ee ancy ene 75¢ ] 
l ITC Typeface Catalog. . . $1. a Street Address ] 
| Special............. $750. I 
| Entire collection Gy | 
| Total Order —__ I 
I New York residents add State Sales Tax __ sae aos | 
I Add Postage 50 ! 
Remittance enclosed Couay - 

| 
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New—new—new...There 
are eleven new books 
offered in your UGIic Book 
Shop.They are: #123 —The 
54th Annual of Advertising, 
Editorial & Television Art & 
Design; #124 —Photo- 
graphis '75; #125 — 
Graphis Posters '75; #126 
— European Illustration 
"75; #127 —Illustrators 16; 
#428 — Bauhaus; #129 — 
Halftone Reproduction 
Guide; #130 —Compen- 
dium for Literates; #134 —Manuale Typographicum; 
#132 — Designing With Type; #133—Cameraready. 
Many of these are new. editions of outstanding annuals. 
Two, Bauhaus and Manuale Typographicum are estab- 
lished classics that are still available. Every book listed 
here was carefully reviewed by U&lc editors to bring you 


*125—Graphis Posters ‘75 
Ed. Walter Herdeg 


This new, third edition 
covers four major categories: 
advertising, cultural, social, 
and decorative posters. The 
contemporary use of the 
poster for art, stage, trade, 
industry, and propaganda 
shows the best of today’s 
posters for the record and for 
Inspiration. 

240 pages. 94 x12. Over 
800 illustrations with more 
than 100 in color, $35.00. 


the best of the current crop on a wide range of subjects. “103- Production for 
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EIS LIOR OT 
#123 - The 54th Annual of Advertising, Editorial & Tele- 
vision Art G Design with the 15th Annual Copy Awards. This 
is the complete visual record of the combined Art Directors 
Club and Copy Club shows, the most influential competi- 
tion in the communication arts. It is at once an unequalled 
idea source and a record of the best art, design and 

copy, internationally, in a wide variety of media including 
print, radio and TV commercials, editorial, covers, 

sales promotion and graphic design, art, photography, 
and film. This is really two books in one: The One Show 
International Advertising Awards and The One Show 
International Editorial and Graphic Design Awards. 
Beautifully designed and produced. 800 pages. 8%x11. 
Over 1000 entries. 32 full color pages. $25.00. 


oo 


*124—Photographis ‘75 

Ed. Walter Herdeg 

This is the international 
annual of advertising, editorial, 
and television photography. 
High standards of selection 
and presentation make it an 
excellent reference and idea 
source. Outstanding photog- 
raphy from 30 countries with 
80 of the 800 illustrations in 
color. 

264 pages, 91 x12.$37.50. 


the Graphic Designer 
By James Craig 

Written by a designer for the 
designer. Covers typesetting, 


printing, paper, inks, binding/ 
folding/imposition, and prep- 
aration of mechanicals, A 
basic fact book. Glossary of 
1100 entries. Paper section 
lists papers by generic names, 
describes their characteristics 
and uses. Type specimens. An 
excellent table of comparative 
typesetting systems, Bibliog- 
raphy, index. 

208 pgs. 8% x 11. Over 400 
illustrations, $18.50. 


#104 and *105— 
Trade Marks & Symbols 
By Yasaburo Kuwayama 


Volume | shows over 1500 
alphabetical designs from 
around the world. Indices list 
company names, type of in- 
dustry, product or service, and 
designer. Historical review of 
marks in the West and in 
Japan, their varieties, roles, 
formative components. Vol- 
ume Il is similarly indexed, 
reviews changing of marks 
with the times, similarities, 
design competitions, and 
illustrates over 1500 symboli- 
cal designs in 25 categories. 


Each volume 7 x 10, 228 pgs, 
No. 104—Vol. 1 Alphabetical 
Designs.$9.95. 
No. 105—Vol. 2 Symbolical 
Designs.$9.95. 


*106—Packaging 
By Robert G. Neubauer 
A definitive study of the art 
of packaging. Tells how to 
make the package a more 
effective means of communi- 
cation,analyzes current trends, 


' Packaging 


' the contemporary media 
R.G.NEUBAUER 


cusses elements required to 
make the package sales effec- 
tive, describes package char- 
acteristics and functions. 
Available—July 1, 1976. 
208 pgs. 8% x 10%. 253 
b/w photos, 33 color, $22.50. 


*107—Publication Design 

By Allen Hurlburt 

A guide to page layout, 
typography, format, and style 
by an internationally recog- 
nized authority. Basic ideas 
and current techniques of top 
designers as well as the 
process of publication design 
with full coverage of the design 
elements; a technical section 
on color, typography, and pro- 
duction technique and a 


history of magazine design 
from the 1920s. Paperback. 
138 pgs. 8% x 9%. $8.95. 


#*111—Graphic Arts Manual 
Edward M. Gottschall, 
Executive Editor 
Michael Bruno, Paul Doebler, 
Editorial Consultants 


: 
: 
: 
© 
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This is the most complete, 
most up-to-the-minute, most 
authoritative, most useful 
compendium of information 
on all phases of graphics arts 
production. Top authorities on 


typography, art and copy 
preparation, photography and 
processing, platemaking, 
printing processes, binding, 
finishing methods, paper and 
other printing surfaces, and 
inks make this a unique 
reference work. Back-of-book 
matter includes bibliography, 
index, classified source of 
supply directory, data on 
trade practices and legal 
matters, and more, Available 
M 


ay 15. 
850 pgs. 8% x 11. $43.50. 


#*114—The Corporate 


Search for Visual Identity 
By Ben Rosen 


A comprehensive and pene- 
trating analysis of corporate 
symbolism. Explains the 
graphic thinking behind pack- 
ages, interior design, display, 
logos, etc., of 15 top corpora- 
tions and tells why each is 
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highly effective. 
259 pgs. 9x 12.250 
illustrations. $20.00. 


*112—Calligraphic 


Lettering, 3rd Ed. 
By Ralph Douglass 

A basic introduction to the 
tools, techniques, historic and 
contemporary styles. All hand 
lettered. Spiral bound, 
112 pgs. 7% x 10% $7.95, 
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*126—European 
Illustration '75-'76 
Ed. Edward Booth-Clibborn 


This is the international 


showcase for leading artists 
and illustrators in European 
publishing and communica- 
tion. Covers book, advertising, 
television, cinema,and graphic 
design, Illustrates 350 sub- 
jects, 40 in color. 

256 pages. 9x1T. $37.50. 


‘118—Graphis Annual 
1974-75 
Ed. Walter Herdeg 
Abeautifully presented col- 
lection of the best advertising 


and editorial graphics from all 
over the world. This 23rd 
edition features 947 illustra- 
tions with 64 in full color. Fully 
indexed. Its stepped-up cover 
age of editorial design rounds 
out its coverage of advertise- 
ments, annual reports, 
booklets, book jackets and 
magazine covers, film and 
television, letterheads, etc. 
244 pgs. 9% x12.$37.50. 


#121—Graphis/ 
Diagrams— 1974-75 
Ed. Walter Herdeg 
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graphis diagrams 


eff tie 
ij Wi} 


Proven techniques for com- 
bining legibility of information 
with aesthetically satisfying 

- solutions. Covers statistical, 
comparative diagrams such 
as charts, graphs, tables, 
flow diagrams, organization 

and time charts; diagrams 
visualizing functions; tabula- 
tions, timetables, etc. 

184 pages. 9% x 9% 

$24.50. 


#127-Illustrators 16 
_ Ed. Walter Brooks for the 
- Society of Illustrators 


Deservedly, these annuals 
have become the standard 
visual reference and idea 
source for what is best in 
book, editorial, institutional, 
and advertising illustration in 
America. Some 515 examples 
run the gamut of style and 
technique in print, TV, and film 
illustration. A full index is sup- 
plemented with the addresses 
of all the artists represented. 

9x12.$24.50. 


#131—Manuale 
Typographicum 
By Hermann Zapf 


Here are 100 beautifully 
designed pages with quota- 
tions from the past and 
present on types and printing 
in 16 different languages. 
English translations and list of 
authors in the back. Selected 
and designed by Hermann 
Zapf, the creator of Optima, 
Melior, Palatino and many 
other widely used contem- 
porary typefaces. Stimulating 
to the eye and the mind. 

118 pages. 8% x 12. 
$75.00. 


*128—Bauhaus 
By Hans M. Wingler 


This could be the most 
important, most provocative, 
most useful, stimulating and 
beautiful book in your graphics 


library, It is the word and 
picture story of the Bauhaus 
from its roots through its 
founding in 1919 to its 
influence and meaning today. 
Some 200 documents and 
800 illustrations offer the 
most comprehensive collec- 
tion of material about the 
Bauhaus school and move- 
ment ever published. This 
edition is a translation of the 
original which was written in 
German and includes an 
updating of data on the New 
Bauhaus and its successor 
institutions in Chicago since 
1937. Available July 15. 

696 pages. 10 x 14. 24 color 
plates. Boxed. $75.00. 
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#129—Halftone 


Reproduction Guide 
By Harvey Sternbach 
Thisisareprintofamostvalu- 
able reproduction planning 
tool. It enables the user fo 
visualize results in two-color 
printing by showing how a 
halftone looks when a second 
color is added by using flat 


#130 —Compendium for 


Literates By Karl Gerstner 


This is a system of writing. 
Iris a thoughtful, provocative, 
philosophical book, not.a 
how-to and not a history. It 


covers language and writing, 
craft, pictures, function,and 
expression, Instead of the 
usual rules and guidelines, 
this book helps you develop 
the insight one needs to make 
sound individual judgments 
for each lettering/typographic 
decision. It puts thinking about 
letterform into a system and 
thus facilitates analysis 
whether one is considering 


Still available: 


#101—The 53rd Art Directors Club Annual. $25.00. 
#102—Milton Glaser Graphic Design. $30.00. 
*108—Type and Typography, by Ben Rosen. 


Paperback. $9.95. 


Halftone Reproduction Guide 


tints, duotones,or triple dot 
techniques. Tints of 20%, 40%, 
60%,and 80% are shown,as 
are reverse and surprint effects 
and all on both coated and 
uncoated paper. 100 colors 
shown, including the standard 
AMAA colors. Over 1200 half- 
tone effects. 

210 pages. 12x9%.$29.95. 


handlettering or computer- 
controlled Nypograp hy 

180 pas. 6x6. Illustrated. 
$15.00. 


#115—Graphic Design Manual 


By Armin Hofmann 
Amethodical approach to 
design problems taking the 
reader beyond the pictorial 
idea to a definitive graphic 
form language. Progresses 
fromrudimentsto complicated 
processes, providing sound 


GRAPHIC 
DESIGN 
MANUAL 


foundation upon which a 
personal style can be built. 
172 pgs.8% x 9%.$12.95. 


#132—Designing With Type 

By James Craig 

Aimed atthe design educator 
and the student working with 
type, this is at once a book 
and a working tool. If is basic, 
clear and contemporary in 
viewpoint and content. As a 
book on this subject should be, 
itis heavily visual, with over 
180 typographic illustrations. 
Itis not simply a schoolbook 
but of much value fo anyone 
in the graphic arts who wants 
a clear, concise understanding 
of typefaces, typesetting 
systems and procedures. It 
has a good selection of display 
type shown and in-depth 
coverage of five basic text type 
families. Design projects at 
end of each chapter. 


176 pgs. 9 x 12. Semi- 
concealed Wire-O Binding. 
Glossary. Index. Bibliography. 
$12.95. 


#*133—Cameraready 
By Kenneth Caird 


A loose-leaf practical guide 


aimed at production personnel 


on technical pubiications, 
-particularly the in-plant 
operator who puts together 
limited-edition, specialized 


documents. Also useful fo their 


editors and authors. This is a 
training manual with con- 
siderable technical detail. 
Covers text composition, 
illustration processing, print- 
ing, binding, distribution. Over 
300 pages and 400 illustra- 
tions including full-size page 


63 


layouts. Tab indexed, with 
subject index and many cross 
references. Includes paper 
samples and samples of many 
kinds of forms for production 
control. Ring binder facilitates 
updating. A very down-to- 
earth manual. 

300+ pgs. $30.00. 
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To order 
sa these 
ooks, 
complete 
the coupon 
below or 
acopy Of it 
and forward 
it with your 
check to 
theaddress 
below 


#110—Letter and Image, by Massin. $20.00. 
#113—Top Symbols and Trademarks of the World. 3000 pgs. $135. 
#122—Graphis Record Covers. Ed. Walter Herdeg. $21.50. 
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U&Ic Book Shop 


101 
118 


102 
121 


103 
122 


Enclosed is my check for $ 


216 East 45th Street 
New York, N.Y. 10017 


Please enter my order for the books whose numbers are circled below: 
104 
123 


106 
125 


107 
126 


105 
124 


108 


- 


111 
129 


112 
130 


110 


127 «+128 


113 
131 


114 
132 


115 
133 


______ Allorders will be shipped postpaid. No COD’s. New York 
residents add sales tax. Shipments out of the United States, add 5%. 


NAME. 


ADDRESS 


CITY. 


Please Print 


STATE. 


ZIP. 
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We're celebrating the pub- 
lication of our July 1976 
issue, our ninth, and Amer- 
ica’s 200th year in business. 
Take a look at some of our 
colorful bicentennial pyro- 
technics. Four colors to be 
exact. Red, white (which 
doesn’t count), and blue, 
plus black and yellow. Page 
after page of visual and ver- 
bal excitement, including 
a full-color advertising sec- 
tion for those advertisers 
who want to make a big 
bicentennial bang! 

We’e just planning the contents 
now, but here is a sampling of 
things to come. 24 leading de- 
signers will show us what they 
would have done had they been 
Betsy Ross. We'll take a look at 
our first American Woman A.D. 
Our ampersand series will be 
all-American. A contest to end 
all contests— steel engravings 
of our presidents, including the 
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beardless ones, with room to 
draw in their appropriate facial 
decorations. 


Four full-color pages on the 
beautiful art deco alphabet and 
numerals by Erté, one of Amer- 
icas great fashion illustrators, 
and four full-color pages on the 
typographic paintings of Sam 
Fink. There will also be an anal- 
ysis of the handuritings of the 
signers of the Declaration of 
Independence and a look at 
the 37 changes in our flag’s star 


‘formation. Mo Lebowitz, whose 


Christmas dinner made a big 
hit, now offers a bicentennial 
menu and Jack Finke will tell 
us all about the Publick Printer, 
the first in a U&lc series on the 
history of printing in America. 


There will be the usual U&lc 
features: the Book Shop, What’s 
new from ITC? Something For 
and Something From, Every- 
body, and a new feature, the 
U&lc Boutique with its own line 
of designer T-shirts. 


Plus...a special 16-page remov- 
able insert, the ITC Typeface 
Directory, of which a partial and 
not yet finalized sample is shown 
at left. It will illustrate all ITC 
faces and tell you which ones 

are licensed for use and the 

types of equipment and materials 
on which they are available. 


If you are not now receiving 
U&lc, and want to partake of 
our bicentennial celebration, 
send in the form on page 59 
for your free subscription. 


MOVING? 
CHANGE OF 
ADDRESS: 
SEND THIS LABEL 
(OR COPY OF IT) 
WITH YOUR 
CORRECTIONS 
TO: D&LC 

216 EAST 

45 STREET 
NEW YORK 
N.Y. 10017 


